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ABSTRACT 
This study is a postmodernist assessment of contemporary Nigerian poetry. This 
postmodernist approach is necessary because it is rarely employed in the study of 
Nigerian poetry. In this study, contemporary Nigerian poetry refers to the poetry of 
the younger post-war Nigerian poets which focuses on the current challenges of the 
nation. Postmodernism is a creative strategy employed by writers who wish to show 
their discontents with modernism. Unlike their older, modernist counterparts, 
contemporary Nigerian poets are more concerned with topical issues like 
misgovernance, poverty, and war, which they project through the purview of 
postmodernism. To show this postmodernist trend in contemporary Nigerian poetry, 
this study identifies and deploys four attributes of postmodernism, namely: 
intertextuality, irony, humour, and the fusion of categories, in the reading of selected 
texts. The texts selected for analysis include: Obu Udeozo’s Cyclone, Femi 
Abodunrin’s It Would Take Time: Conversation with Living Ancestors, Musa Idris 
Okpanachi’s The Eaters of the Living, and Denja Abdullahi’s Mairogo: A Buffoon’s 
Poetic Journey around Northern Nigeria. Specifically, the study first appraises 
Udeozo’s Cyclone from an intertextual perspective, focusing on how the poet uses 
the elements of this postmodernist concept such as reprint, allusion, and quotation to 
connect with the works of other scholars and reaffirm his vision of life and society. 
Then the study examines Abodunrin’s It Would Take Time: Conversation with Living 
Ancestors as a poetic text which is densely imbued with the aesthetics of drama and 
to some extent, prose and orature. The argument here is that the fusion of literary 
categories is a postmodernist idea which erases the boundaries of the genres and 
enables them to flow into one another. Furthermore, the study explores the use of 
irony as a postmodernist device to comment on the challenges of contemporary 
society in Musa Idris Okpanachi’s The Eaters of the Living. In the reading of Denja 
Abdullahi’s Mairogo: A Buffoon’s Poetic Journey around Northern Nigeria, the 
study concentrates on the poet’s use of the postmodernist tool of humour to repudiate 
unwholesome social norms while attempting to navigate society towards social and 
national rebirth. In this study, it is discovered that the identified postmodernist traits 
feature prominently in the selected texts. Based on the above finding, the study 
concludes that contemporary Nigerian poetry exhibits the poetics of postmodernism. 
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CHAPTER ONE 
INTRODUCTION 
1.1 Background to the Study 
This study critically assesses contemporary Nigerian poetry from the 
perspective of the postmodernist aesthetic tradition. Postmodernism is a literary 
concept just like formalism, modernism, structuralism, poststructuralism, 
psychoanalysis, Marxism, feminism, postcolonialism, and ecocriticism, among 
others. These concepts signify the different perspectives and approaches which find 
their relevance in literary studies, the humanities, and social sciences consequent 
upon the rise of what has come to be known as “theory”. The steady gain of these 
theories in prominence and popularity across a diversity of fields of academic 
disciplines from the twentieth century onward is a matter that is beyond critical 
conjectures. What this means is that, in the twenty-first century, it is now almost 
inconceivable to engage in any serious discussion of literature in isolation from 
literary theory. 
In spite of this development, it appears that criticism of the postmodernist 
trend in Nigerian poetry is relatively thin compared to other approaches like 
Marxism, feminism, structuralism, postcolonialism, and ecocriticism which enjoy 
greater levels of attention from scholars. As this study attempts to show, 
postmodernism is relevant, applicable, and can therefore be deployed as a valid tool 
for analysing Nigerian poetry. This is the rationale for this study. 
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It should be established, as a starting point to this study, that the late 
twentieth century – the period in which postmodernism began to assume a distinct 
measure of importance in academic disciplines – is marked by two significant 
factors. The first of these factors is capitalism and the second is the unprecedented 
technological explosion of the period. As David Hawkes notes, capitalism is “an 
economic system in which all things, including labour, are exchangeable for money, 
and in which money is held to be able to reproduce itself in the form of interest” 
(193). In other words, capitalism is a social and economic system which invests the 
power to determine, dictate, and control the production, distribution, and exchange of 
goods and services in the hands of a few privileged, private individuals. The fact that 
capitalism concentrates resources in the hands of a few individuals would mean that 
it is destined to be radically challenged by modes of thought like Marxism and 
postmodernism. 
Apart from capitalism, the postmodern period is also punctuated by 
unprecedented technological innovation. Indeed, the technological advancement of 
the period following the Second World War facilitates the emergence of new 
economic world powers which include Japan, China, India, United Arab Emirates, 
and Brazil. In addition, this technological explosion is manifest in what Mohammad 
Khosravishakib describes as the unparalleled “spread of cable television and ‘new 
media’ based on digital means of information dissemination and broadcast” (1). 
What this means is that the postmodern period is marked by heightened economic 
activities and fast means of disseminating information in a world which is now 
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technically described as the “global village”. All these have come to shape the period 
now known as the postmodern age. 
Within the context of these remarks, the postmodern is understood as 
essentially a historical condition. This historical condition is characterised by a 
constant state of flux. This flux is in turn intensified by social, political, and 
economic disequilibrium which are some of the major hallmarks of contemporary 
societies. Thus, the social, political, and economic uncertainties of contemporary 
societies express themselves in the increasing proportions of poverty, unemployment, 
corruption, misgovernance, environmental degradation, terrorism, and moral 
deviancy, among other forms of ignominous practices. This unwholesome 
development makes it inevitable to seek alternative ways of thinking and perception 
in several fields of human and academic endeavours including literary studies. 
Among the emergent perspectives for viewing and representing human life and 
society in this historical epoch is the approach now known and regarded as 
postmodernism. 
The relevance of postmodernism to the study of contemporary literature 
cannot be over-emphasised. In fact, it is best appreciated when postmodernism is 
considered and understood as one of the critical approaches which reflect and 
illustrate the complexities of modern human life and civilisation. To this end, 
postmodernist writings capture and represent the complexities of life by adopting 
complex, eclectic, diversified, innovative, and experimental styles within a textual 
environment that is loaded with social and political meanings – meanings which are 
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themselves analogous to contemporary realities. It is within this theoretical schema 
that the present study locates contemporary Nigerian poetry. 
As a representation of society, contemporary Nigerian literature, like its 
counterparts in other parts of the world, is constantly seeking ways to reflect 
prevailing social, economic, political, and cultural developments of the nation. As a 
genre within the tradition of Nigerian literature, contemporary Nigerian poetry 
demonstrates unflinching commitment to a faithful representation of the sordid post-
independent circumstances. More than this, like other genres of literature such as 
prose and drama, contemporary Nigerian poetry is undoubtedly implicated in the 
process of social, political, and economic transformation of the nation. 
This commitment to change by Nigerian writers is manifest in the 
engagement of change-related theoretical perspectives such as Marxism, feminism, 
postcolonialism, and ecocriticism, both in the creative and critical practices. To these 
approaches can now be added postmodernism, a critical perspective which is 
increasingly being inscribed as an aesthetic mode in the corpus of Nigerian poetry. 
As the present study amply demonstrates, the commitment of contemporary Nigerian 
poets to the task of national reformation is exemplified by their adoption of a vast 
array of aesthetic strategies to construct vivid narratives of the post-independent 
Nigerian condition. These strategies which are themselves some of the salient 
features of postmodernism include: intertextuality, irony, humour, the blurring of 
artistic boundaries, popular culture, and metafiction. 
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Nigerian writers whose works embody some of the elements of 
postmodernism include the novelists: Amos Tutuola, Chinua Achebe, Ben Okri, Biyi 
Bandele-Thomas, and Nnedi Okoroafor. The poets are Odia Ofeimun, Niyi 
Osundare, Ezenwa-Ohaeto, Obu Udeozo, Denja Abdullahi, Musa Idris Okpanachi, 
Joe Ushie, Femi Abodunrin, and Moses Terhemba Tsenongu. The playwrights 
include Wole Soyinka, Ola Rotimi, Femi Osofisan, Emmy U. I. Idegu, and Esiaba 
Irobi. In this study, some of the features of postmodernism mentioned above are 
deployed to highlight, from a close critical reading, the structural and thematic 
predilections of modern Nigerian poetry. 
The best platform for the commencement of this study is the understanding 
that the word, “modern”, presupposes the existence of traditional poetic forms which 
predate the modern form. Bearing the above overarching fact in mind, it becomes 
logical and valid to presuppose further that the body of creative writing now defined 
as modern Nigerian poetry is as old as the nation itself. Prior to the emergence of 
writing as a consequence of Africa’s contact with the West through the Trans-
Atlantic Slave Trade and colonial encounters, poetry had existed in pre-literate 
African societies in its oral, indigenous forms as amply demonstrated in studies by 
Ruth Finnegan, Isidore Okpewho, and F. B. O. Akporobaro, among other scholars of 
folklore. 
Early Nigerian poetry, represented by the works of Wole Soyinka, 
Christopher Okigbo, J. P. Clark-Bekederemo, Gabriel Okara, and Michael Echeruo, 
is influenced by Euro-American modernism. What this means is that Nigerian poetry, 
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from its very beginnings, took a similar evolutionary path as its Western counterpart. 
Over the years, this evolutionary pattern has been sustained in the canon especially 
as Nigerian poetry has come to embrace certain theoretical traits embodied by 
Western literature. This is so to the extent that one can now speak of modernist 
Nigerian poetry, feminist Nigerian poetry, and Marxist Nigerian poetry as we speak 
of their European and American counterparts. Since Western literature has since 
evolved from the modernist to the postmodernist phase, it is only logical to take 
another look at Nigerian poetry to ascertain possible shift(s) toward the 
postmodernist tradition. This is what the present study is designed to accomplish. 
1.2 Statement of the Problem 
The criticism of Nigerian poetry is relatively less extensive in comparison 
with the other genres of literature, namely: prose and drama. The reason for this 
development may be due to the fact that poetry appears to be the most elusive genre 
to appreciate due essentially to its density of images, figurative devices, and 
unconventional use of language. This assertion should not, however, be assumed to 
mean that Nigerian poetry does not enjoy a fair share of critical attention. It should 
be admitted that there is, indeed, a growing body of critical responses to Nigerian 
poetry. Furthermore, most of the available scholarly efforts on Nigerian poetry are 
geared towards interrogating such topics as the language and style of Nigerian 
poetry, Marxism in Nigerian poetry, feminism in Nigerian poetry, postcoloniality and 
Nigerian poetry, ecocriticism in Nigerian poetry, orality in Nigerian poetry, and exile 
in Nigerian poetry, among others. 
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In spite of these efforts, however, one can still not say emphatically that 
everything that has to be written on Nigerian poetry has already appeared in print. 
This is because new poets are constantly emerging and even existing poets continue 
to evolve and develop new trends. The implication of this is that the poetic tradition 
is constantly in a flux, changing and evolving from one phase to another. One of the 
effects of this development is the inscription of postmodernist literary aesthetics in 
Nigerian poetry.  
As is the tradition in literary criticism, the inscription of postmodernist 
aesthetics in Nigerian poetry is expected to have naturally attracted critical appraisals 
of the postmodernist mode. But this is not the case as criticism continues to shy away 
from evaluating Nigerian poetry through the prism of postmodernism. The 
insufficient availability of critical responses on the emerging postmodernist trend in 
the canon of Nigerian poetry is therefore identified as a problem which requires 
critical intervention. This study is conceived to provide such an intervention by 
appraising contemporary Nigerian poetry from the perspective of the postmodernist 
literary tradition. It is believed that such an intervention would create some balance 
in the criticism of Nigerian poetry and thus enrich the entire canon of African 
literature.   
1.3 Definition of Terms 
The importance of clarifying the key terms and concepts in a study of this 
nature cannot be over-stressed. In view of this, the two major terms of the topic of 
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this thesis, namely: (1) postmodernism, and (2) contemporary Nigerian poetry, are 
briefly defined here. 
1.3.1 Postmodernism 
The term, postmodernism, refers to a broad range of literary, cultural, and 
aesthetic practices in such fields of human endeavours as diversified as architecture, 
literature, theatre, music, painting, philosophy, sociology, psychology, and so on. As 
a late twentieth-century aesthetic practice, postmodernism derives [its being] from 
[its association with] modernism to which it is a later development. The relationship 
between modernism and postmodernism is ambiguous because of the latter’s 
ambivalent nature. While postmodernism refutes and repudiates some of the 
assumptions of the modernist project like the distinction between high and low 
cultures, it also curiously advances and promotes other aspects of modernism, 
especially those aspects which relate to the innovation and experimentation with 
form and technique. 
Some of the key features of postmodernism include intertextuality, 
metafiction, blurring of artistic boundaries, parody, irony, humour, magical realism, 
pastiche, popular culture, and so on. This study isolates and deploys four of these 
features, namely: intertextuality, erasure of aesthetic boundaries, irony, and humour, 
as critical tools to interrogate representative contemporary Nigerian poetic texts. The 
goal of such an enquiry is to demonstrate the relevance and applicability of 
postmodernism to the study of contemporary Nigerian poetry. 
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1.3.2 Contemporary Nigerian Poetry  
In order to define the concept, contemporary Nigerian poetry, it is important 
to attempt a brief clarification of poetry itself. Poetry is one of the three main sub-
divisions or genres of literature – the others are prose and drama. Over the years, 
poetry has not yielded itself to a single, all-inclusive definition as different scholars 
advance different definitions of the concept. To William Wordsworth, for instance, 
poetry is defined as “the spontaneous overflow of powerful feelings… recollected in 
tranquility” (13). Samuel Taylor Coleridge considers it simply as the arrangement of 
“the best words in the best order”. (qtd. in Onukaogu and Onyerionwu 35) 
In the view of J. A. Cuddon, poetry is described as “any kind of metrical 
composition” (“Poetry”), and Chris Baldick sees it as a composition which 
“emphasises the relationship between words on the basis of sounds as well as sense” 
(“Poetry”). In spite of the diversity of opinions as illustrated above, one thing that is 
certain and common to these perceptions of the concept of poetry is that it is the 
genre of literature expressed essentially in verse form, and depends on sounds and 
unconventional use of language for its overall aesthetic effects. As Theodora Akachi 
Ezeigbo aptly observes, poetry “uses language in a special way and relies heavily on 
imagery, metaphor, precise choice of words” (6) to generate special poetic effects. 
Contemporary Nigerian poetry refers to any kind of poetry by Nigerian 
writers within or outside the country, which has its roots or derives its life essentially 
from current Nigerian experience. In the context of this study, contemporary 
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Nigerian poetry is concerned with current, topical issues that are of specific and 
general interests to the people of Nigeria at the turn of the twenty-first century, that 
is, from about [the year], 2000, till date. Such issues may be of social, political, 
historical, economic, or cultural nature. 
Since contemporary Nigerian poetry is rooted in the current Nigerian 
experience, it is inevitably inflected by the linguistic nuances and the indigenous oral 
mores of the people. Beside oral poetry which exists mainly in indigenous languages, 
English language remains the primary medium of poetic expression in contemporary 
Nigeria although poets like Frank Aig-Imoukhuede, Mamman Jiya Vatsa, Ezenwa-
Ohaeto, Tanure Ojaide, Peter Onwudinjo, Uwemedimo Enobong Iwoketok, and 
Maria Ajima have used Pidgin language. The use of English language in the 
composition of poetry in Nigeria ranges from the arcane, esoteric, and obscure 
linguistic codes associated with the first generation poets to the more accessible 
deployment of language resources in the works of contemporary poets. 
Indeed, older post-war Nigerian poets like Niyi Osundare, Tanure Ojaide, 
Odia Ofeimun, and Okinba Launko can be regarded as contemporary poets since 
they are still actively writing and their writings are essentially concerned with issues 
of contemporary Nigerian experience. However, the focus of this study is limited to 
the works of the younger post-war poets, that is, “the poetry of Raji’s 
contemporaries” (Egya, Poetics of Rage 15) such as Obu Udeozo, Femi Abodunrin, 
Musa Idris Okpanachi, and Denja Abdullahi who are yet to be given adequate critical 
attention.      
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1.4 Scope of the Study 
This study is an analysis of contemporary Nigerian poetry in English. In view 
of this, it is imperative to briefly define the concept of contemporaneity as a major 
determinant of the scope of this study. Therefore, contemporaneity is considered here 
as a temporal marker essentially illustrative of the period beginning from the year, 
2000, till date. This is in consonance with Allwell Abalogu Onukaogu’s and Ezechi 
Onyerionwu’s view of contemporaneity as “the first ten years of the 21st century” 
(96) and beyond. With this consideration, the selection of poetic texts for critical 
consideration in the present study is basically restricted and limited to those texts 
published within this period. The selection of texts is spread across the major 
geographical divisions of the nation with two texts from the North, and one text each 
from the East and West, respectively. Specifically, the texts selected for analysis are 
as follows: Obu Udeozo’s Cyclone, Femi Abodunrin’s It Would Take Time: 
Conversation with Living Ancestors, Musa Idris Okpanachi’s The Eaters of the 
Living, and Denja Abdullahi’s Mairogo: A Buffoon’s Poetic Journey around 
Northern Nigeria.  
Furthermore, postmodernist literary theory is adopted as the theoretical tool 
for this study. In view of the fact that this theoretical concept is multifaceted and 
multidisciplinary, it is beyond the scope of this study to bring into focus all aspects 
of postmodernist discourse. This is even more germane given the fact that some 
aspects of the theory may not readily apply to this work. In the light of the above, 
some key elements or attributes of the theory are identified and deployed for the 
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reading of contemporary Nigerian poetry. These attributes of postmodernist literary 
theory include intertextuality, the mixture of literary forms and genres, irony, and 
humour. The study applies these features of postmodernist literary theory to an 
assessment of the selected texts in the quest to locate contemporary Nigerian poetry 
in the centre of postmodernist literature. The inscription of these features of 
postmodernism in the texts selected for analysis underscores the fact that 
contemporary Nigerian poetry is indeed part of the larger body of postmodernist 
literature. 
1.5 Aim and Objectives of the Study 
 The aim of this study is to appraise contemporary Nigerian poetry from the 
perspective of the postmodernist aesthetic tradition. This is done in the quest to 
demonstrate that postmodernism is not just peculiar to the Western literary canon. As 
a critical approach, it is also relevant to the analysis and interpretation of African 
literature. The study pursues the aim stated above by focusing on the following 
specific objectives: 
- to critically appraise the concept of intertextuality as an aesthetic tool in 
contemporary Nigerian poetry and thus, establish the use of this technique 
to foreground the postmodernist sensibility of the genre; 
- to examine the erasure of generic boundaries in contemporary Nigerian 
poetry which is increasingly suffused with dramatic qualities, and how 
this is giving the poetry a postmodernist bent;  
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- to assess the use of the postmodernist aesthetics of irony and humour by 
contemporary Nigerian poets to interrogate the post-independent Nigerian 
condition in their works; 
- to stimulate further critical debates on contemporary Nigerian poetry and 
thus, enrich the entire canon of African literature.     
1.6 Significance of the Study 
It is imperative to state here that despite the huge volumes of poetic 
publications from various publishing outfits in recent times, there seems to be a 
disturbing trend occasioned by the insufficient availability of critical responses to the 
creative outputs of new Nigerian poets. This situation becomes more worrisome 
when the negative critical attitude towards the new poets is considered vis-à-vis the 
enormous goodwill and patronage enjoyed by their predecessors. Most of the critical 
studies available on contemporary Nigerian poetry are, more often than not, curious 
studies of award-winning texts, and they appear usually as articles and reviews in 
isolated literary and academic journals. There are no more “critical perspectives”, 
and critical works which have emerging Nigerian poets and their works as the main 
subjects of discourse are not easy to find. Instead, critical energies continue to be 
channelled towards revalidating and celebrating the older poets to the neglect of the 
younger ones. This situation only coalesces into a yawning gap in the criticism of 
modern Nigerian poetry and thus creates a justification for an elaborate study of this 
nature. 
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Furthermore, the fact that the criticism of Nigerian poetry in particular and 
African poetry in general has benefited immensely from the application of literary 
theories over the years should be reiterated here. Several studies of Nigerian/ African 
poetry have been conducted to demonstrate its relationship with such theories of 
literary investigation as formalism, modernism, Marxism, structuralism, 
poststructuralism, psychoanalysis, feminism, postcolonialism, and ecocriticism. In 
this context, Sunday Anozie’s structuralist exploration of Christopher Okigbo’s 
poetry, Terhemba Shija’s postcolonial evaluation of Tanure Ojaide’s poetry, and 
Emmanuel Ngara’s Marxist approach to African poetry are relevant illustrations. In 
spite of this blossoming trend, however, there appears to be inadequate studies of 
Nigerian poetry from the perspective of the postmodernist literary tradition. It is in 
view of this consideration that the present study becomes significant for its attempt to 
apply postmodernism, one of the more recent critical approaches which is yet to be 
fully harnessed, to an analysis of contemporary Nigerian poetry. 
Finally, this study is not just an attempt to contribute to the growing body of 
the criticism of Nigerian, and by implication, African poetry. This statement is 
especially true in consideration of the fact that the study attempts to stimulate further 
critical interest in Nigerian poetry by providing additional viewpoints which both the 
students of literature as well as researchers in the field may find useful in their 
works. This, it is believed, will not only enrich the practice of Nigerian literary 
criticism but also the entire canon of African literature. It is against the background 
articulated above that this study is considered to be both significant and worthwhile. 
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1.7 Brief Biography of the Selected Poets 
 At this juncture, this study provides a brief biography of each of the poets 
whose works are selected for analysis. They include: Obu Udeozo, Femi Abodunrin, 
Musa Idris Okpanachi, and Denja Abdullahi. 
1.7.1 Obu Udeozo 
 Born in Jos, Plateau State, in 1956, Obu Udeozo earned a B.Sc. in 
Psychology from the University of Lagos in 1980 and M.Sc. in Clinical Psychology 
from the University of Jos in 1984. He is a man of many talents. Apart from his 
training in psychology which he teaches at the University of Jos, Udeozo is a painter, 
poet, novelist, critic, and public analyst. In 1996, he completed the portraits of all 
Nigerian heads of state up till that time. 
As a poet, Udeozo has published seven volumes of poems which include: 
Excursions, Stimulus and Other Poems, Palmwine, Compassion, Cyclone, Udala, 
and Asaa. In addition to these works, he has edited two anthologies of poems of 
contemporary Nigerian poets titled Flaming Flowers and Electronic Eagles. Udeozo 
has enjoyed a fair share of literary awards and recognition. While Stimulus and Other 
Poems, Excursions, and Palmwine have received special commendations at different 
writers’ conferences, Cyclone won the Pat Utomi Prize for Poetry in Nigeria in 2006. 
All these recognitions and awards signify that Udeozo’s poetry is imbued with some 
aesthetic values which cannot be ignored.  
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Obu Udeozo is also a literary critic. In 2012, he published ten books of 
literary criticism on the third generation Nigerian poetry. These works include: 
Uranus and Saturn (Book I), The Bread of Angels (Book II), Bunker Bursters (Book 
III), Penumbra (Book IV), Sugar Cane (Book V), Umeadu Conversations (Book VI), 
Umeadu Rainbows (Book VII), Izu Nabo (Book VIII), Past Masters (Book XI), and 
The Umeadu Story (Book XII). With the recent publication of his first novel titled 
Living Dreams, drama is now the only genre in which Udeozo’s talent is yet to find 
expression. He derives inspiration from the works of Christopher Okigbo, Chinua 
Achebe, T. S. Eliot, Gerald Manley Hopkins, William Shakespeare, and Gustave 
Flaubert. 
1.7.2 Femi Abodunrin 
Femi Abodunrin is a Nigerian poet, literary critic, and scholar. He studied 
English at Bayero University, Kano, Nigeria, before he obtained a Ph.D in the same 
discipline from the University of Stirling in Scotland, United Kingdom. His 
contributions to scholarship include Blackness: Culture, Ideology, and Discourse; 
and Character is Beauty: Redefining Yoruba Culture and Identity. His only known 
poetic work till date is titled It Would Take Time: Conversation with Living 
Ancestors. He is currently a professor of English at Chancellor College, University of 
Malawi.  
1.7.3 Musa Idris Okpanachi 
 Musa Idris Okpanachi teaches English Language at Federal University, 
Dutse, Jigawa State. He is from the Igala ethnic group of Kogi State of Nigeria. 
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Okpanachi has taught at the Federal Polytechnic, Idah, Kogi State, and the University 
of Maiduguri, Borno State, in the past. He has three published collections of poems 
to his credit. These include The Eaters of the Living which won the 2008 
ANA/Cadbury Poetry Prize and was shortlisted for the 2009 NLNG Nigeria Prize for 
Literature. From the Margins of Paradise and The Music of the Dead are his other 
volumes of poetry. In addition to these three publications, Okpanachi’s works have 
appeared in many journals and anthologies such as Vultures in the Air: Voices from 
Northern Nigeria, Five Hundred Nigerian Poets, Pyramids, Pregnant Skies, 
Kunapipi, and Presence Africaine. He derives inspiration from the works of Wole 
Soyinka, Mahmoud Darwish, Pablo Neruda, Maya Angelou, Kofi Awoonor, Khalil 
Gibran, and Nizan Kabbani. 
1.7.4 Denja Abdullahi 
Denja Abdullahi is a poet, playwright, essayist, journalist, teacher, culture 
advocate, and public administrator. Born in 1969 at Idah, Denja Abdullahi hails from 
Agbaja, the mountaintop settlement of the Oworo people of Lokoja Local 
Government Area of Kogi State. He earned a B. A. English from the University of 
Jos in 1990 and M. A. Literature from the University of Ilorin in 1992. As a writer, 
Abdullahi’s works have appeared in newspapers, journals, magazines, and literary 
anthologies including A Volcano of Voices, Uncle Bola’s Promise, Confluence Blues, 
Abuja Acolytes, Five Hundred Nigerian Poets, Camouflage, and Pyramids.  
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Denja Abdullahi has published across the genres. His poetic works include 
Mairogo: A Buffoon’s Poetic Journey around Northern Nigeria, Abuja Nunyi: This is 
Abuja, The Talking Drum, and A Thousand Years of Thirst. He has also written a 
play titled Death and the King’s Grey Hair. As a critic, he has co-edited with Joseph 
Ushie, two collections of critical essays titled Themes Fall Apart but the Centre 
Holds and Arrows or Gods to respectively mark the 50th year of the publication of 
each of Chinua Achebe’s novels, Things Fall Apart and Arrow of God. In 2001, he 
received special commendation for his first volume of poems, Mairogo, at the ANA 
Conference. This commendation coming as it did is only a pointer that in Denja 
Abdullahi, Nigeria has a new poet who deserves serious critical attention. His poetry 
is heavily influenced by the oral tradition and the works of the older writers, 
especially Niyi Osundare.  
Denja Abdullahi has been an active member of the Association of Nigerian 
Authors (ANA) for many years. He held leadership positions at the Kebbi State and 
Abuja chapters as well as the national secretariat of the association where he was the 
General Secretary and Vice-President at various times in the past. In 2015, Denja 
Abdullahi emerged as the President of the Association of Nigerian Authors and, at 
the expiration of his tenure, his mandate was revalidated for a second term of office 
in 2017. 
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1.8 Organisation of the Study 
 In terms of organisation, this study is structured into six chapters and each 
chapter is concerned with a major aspect of the work. Chapter one is the general 
introduction to the work. It embodies the background to the study, statement of the 
problems, definition of terms, scope of the study, the aim and objectives of the study, 
significance of the study, biographies of the selected poets, and the organisation of 
the study. Chapter two is the review of related literature and theoretical framework. 
In this chapter, some representative critical viewpoints on postmodernism in 
Nigerian poetry are re-evaluated. This chapter also provides a brief highlight on the 
key attributes of postmodernist literary theory which is the critical reading tool in the 
study. Some of the attributes of postmodernism isolated for this study include 
intertextuality, humour, irony, and the erasure of generic and artistic boundaries. 
 Chapter three explores the postmodernist concept of intertextuality in 
contemporary Nigerian poetry using Obu Udeozo’s Cyclone as a case study. In this 
chapter, the study examines the intersection of Udeozo’s poetry with the scriptures, 
his earlier works, and those of other writers, and how such evolves into significant 
social and national statements. This is done by exploring the poet’s use of 
intertextual devices or forms such as quotations, allusions, and reprinting of earlier 
works. Chapter four concentrates on the study of contemporary Nigerian poetry as 
drama using Femi Abodunrin’s It Would Take Time: Conversation with Living 
Ancestors as a source of reference. This is done to demonstrate the presence of 
dramatic aesthetics in contemporary Nigerian poetry. The choice of this text is 
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informed by the fact that it is one of those poetic texts which clearly mix and erase 
the bounderies of literary forms and categories in contemporary Nigeria. 
 Chapter five examines the postmodernist concepts of irony and humour and 
the use of these aesthetic devices by contemporary Nigerian poets to portray social 
disequilibrium in their society. In a more specific context, the study interrogates the 
use of irony in Musa Idris Okpanachi’s The Eaters of the Living and humour in 
Denja Abdullahi’s Mairogo: A Buffoon’s Poetic Journey around Northern Nigeria to 
show how the poets foreground not just these aesthetic tools but also how they use 
them to respectively project the social condition of their society. In chapter six which 
comprises the summary, conclusion, and the contributions of the study to knowledge, 
the major issues raised in the study are summarised and conclusions are subsequently 
formed. 
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CHAPTER TWO 
REVIEW OF LITERATURE AND THEORETICAL FRAMEWORK 
2.1 Preamble 
This chapter evaluates relevant literature on contemporary Nigerian poetry 
and the theoretical framework adopted for the study. In the pursuit of this objective, 
the chapter is delineated into two major segments. The first part examines critical 
viewpoints on contemporary Nigerian poetry generally, as well as available studies 
on the poets under consideration. Although there is an avalanche of criticism 
available on Nigerian poetry, this review focuses only on representative critical 
commentaries on the genre to show why a postmodernist appreciation of it is 
necessary. The second part of the chapter maps out a theoretical foundation for the 
study. This part endeavours to discuss, in a fairly extensive manner, the concept of 
postmodernism which is the theoretical framework adopted for the study.  
2.2 Review of Related Literature 
  This review section is further sub-divided into two parts. The first part is a 
general overview of the criticism of Nigerian poetry. It examines scholarly 
viewpoints on Nigerian poetry by early and contemporary critics showing that 
criticism has consistently ignored the postmodernist trends in contemporary Nigerian 
poetry. The second part of the review is an exploration of available scholarly works 
on each of the poets selected for the study, namely: Obu Udeozo, Femi Abodunrin, 
Musa Idris Okpanachi, and Denja Abdullahi. 
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2.2.1 An Overview of the Criticism of Nigerian Poetry 
Although a lot of critical works have been produced on Nigerian poetry over 
the years, postmodernist studies of the genre hardly exist, and if at all they do, they 
are clearly not visible. Owing to this apparent paucity of postmodernist criticism of 
Nigerian poetry, this study is constrained to undertake a review of representative 
critical commentaries on the genre in order to justify a postmodernist appreciation of 
it. 
The earliest critics of Nigerian poetry are mainly expatriates such as Adrian 
Roscoe, Clive Wake, O. R. Dathorne, and Gerard Moore. The reason foreigners 
dominated early criticism of African literature is because “there were not sufficient 
Africans intellectually equipped to undertake these tasks, thus leaving the terrain for 
these foreigners” (Asoo 4). As Ferdinand Iorbee Asoo further volunteers, the concern 
of these critics is basically to “dig out and explain the mass of … primitive cultures 
and norms” (3) in African arts and letters. Consequently, “[t]hese critics, to a large 
extent, avoided theoretical considerations” (3) such as modernism, feminism, 
Marxism, and postmodernism in their analyses of African literature. 
Since these critics did not subject Nigerian poetry to any recognisable 
theoretical praxis, they were unable to appreciate the full qualities of the emerging 
poetic tradition. It is in the light of this that “Eurocentric critics therefore view 
Nigerian contemporary literature as pedestrian and unworthy of any serious 
academic study or lacking in universal appeal” (Shija 32-33). This is so to the extent 
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that, as recent as 1986, the year Wole Soyinka won the Nobel Prize for Literature, 
Robert Fraser could still say that “[t]o talk of a ‘Nigerian poetic tradition’ in either 
the context of oral literature or of English Language verse would make little sense”. 
(140) 
Indeed, these kinds of assumptions cannot be accepted because they are 
subjective and capable of misleading the public. Fraser has been proved wrong as the 
same Nigerian literary tradition formally received global recognition and accolades 
that year, in the form of the Nobel Prize. To underscore the importance of this kind 
of recognition to the growth of a literary tradition, Tanure Ojaide opines that “[o]nce 
a writer wins the Nobel Prize, his/her literature and the culture assume a significance 
that would normally not be accorded it” (Contemporary African Literature 3). Based 
on this submission and contrary to Eurocentric assumptions by scholars like Fraser, 
this study demonstrates that Nigerian poetry has come full circle, and can indeed be 
subjected, like any other tradition of writing from other parts of the world, to 
rigorous critical analyses through a recondite theoretical praxis like postmodernism. 
When African scholars became adequately intellectually equipped to 
participate in the criticism of African literature, critics like Romanus Egudu and the 
troika, Chinweizu, Jemie, and Madubuike, began to question the commitment of the 
older Nigerian poets to public issues in view of the brewing post-independent socio-
political and economic conundrums. They are concerned that early Nigerian poetry 
appears too far-removed from reality, making it of little or no relevance to society. 
From their point of view, the purpose of literature is entirely defeated if it is solely 
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obsessed with elitist aesthetics and fails to communicate a meaningful message to the 
average reader. After all, as Chinweizu and his colleagues insist, “a poem cannot just 
be, it must also mean”. (166) 
But other critics like Eldred Durosimi Jones and Donatus Nwoga approach 
the issue from a different standpoint. These critics agree that poetry is by nature an 
elitist art. As such, it does not yield itself to all-comers. Based on this assumption, 
Jones and Nwoga invariably endorse Christopher Okigbo’s determination not to read 
his poems to non-poets. As Jones posits, early Nigerian poetry shows a “great 
quality” which derives from its ability to “[distance] an immediate experience 
through the selection and deployment of expressive images”. (174) 
In all their scholarly engagements, indigenous critics of early Nigerian poetry 
are, like some of their European counterparts, more concerned with the formal 
elements of the genre such as the images, symbols, metaphors, and so on. Thus, there 
are not many studies of early Nigerian poetry from a recognisable theoretical 
standpoint and, among the few available, less, if any, approach the genre from the 
perspective of postmodernism. 
 As Isaac Irabor Elimimian observes, two broad categories or schools of 
poetic criticism have emerged. According to him: 
there are a number of ways in which a poetic study can be 
approached. One can, for instance, look at a poet’s works internally 
and individually, as they were published, without extrinsic 
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considerations, or one can decide to examine his poems with attention 
paid to several details: aesthetic, critical, rhetorical, socio-cultural and 
political. (vii) 
A substantial volume of contemporary studies of Nigerian poetry is inspired 
by the latter mode of criticism identified by Elimimian which is sociological 
criticism. To this end, Terhemba Shija’s view that contemporary “critics of modern 
African literature lay more emphasis on sociological approaches in their effort to 
decolonize their literature” (16) is apt and relevant. This implies that recent 
scholarship of African poetry takes into cognizance the biographical and other 
background factors such as the social and political events which inform a particular 
work of art and determine its continuous relevance as a literary artefact. But, as 
Akwu and Mohammed rightly contend, this emphasis by African scholars on “the 
sociological interpretation of literature muffles the other interpretative spheres” 
(“Language, Style and Aesthetic” 35) including postmodernism.  
Critics of the sociological inclination assume that apart from expressing 
social reality, literature maintains a mutual, reciprocal relationship with society in the 
sense that it affects and is simultaneously affected by historical and social 
developments. In the light of the above, sociological critics believe that literature 
operates within a specific social milieu and should therefore “be studied as a social 
phenomenon”. (Nwahunanya, Critical Theory 34) 
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Critics and scholars of Nigerian poetry such as Aderemi Bamikunle, Charles 
Bodunde, Olutoyin B. Jegede, and Stephen O. Solanke belong to the sociological 
school of literary criticism. They stress that Nigerian poetry is overwhelmingly 
preoccupied with the challenges of man in the modern world. Some of these 
challenges which have left man and society increasingly embattled and frustrated, 
and with which Nigerian writers have been especially concerned over the years 
include: poverty, hunger, diseases, war, unemployment, misgovernance, corruption, 
injustice, and exploitation, among others. 
Bamikunle opines that the vision of contemporary Nigerian poets is defined 
and configured by the above issues which he describes as “the political and socio-
economic situation of the nation, particularly the depressing situation of the 
underprivileged majority” (101). Charles Bodunde shares a similar view with 
Bamikunle. For him, the preoccupation of contemporary Nigerian poetry can be 
summarised into three, namely: social issues, political subjects, and the nature of 
poetry itself (80). Olutoyin B. Jegede corroborates Bamikunle’s and Bodunde’s 
assertions by arguing that Nigerian poets are indeed “concerned with private and 
public issues” (134). She stresses further: 
Modern Nigerian poetry shows ideological commitment to prevailing 
socio-political and economic changes in the nation. This focus on 
current socio-economic issues is a shift from white/black conflict to 
black/black dialectics. The poems show open criticism of political 
leadership and support for the masses. This attitude of the Nigerian 
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poet to their (sic) subject is due to the role of the poet in traditional 
society which has influenced and defined his conception of himself in 
modern times. (140) 
 In his own contribution to this debate, Stephen O. Solanke explores the use of 
poetry by Nigerian writers to interrogate political and social issues in the nation. He 
observes that in spite of their different ideological leanings, Nigerian poets are bound 
by the common struggle for national renaissance. This common bond is reflected by 
the assertion that poets like Wole Soyinka, Odia Ofeimun, and Ademola Dasylva are 
not only “versatile [and] combative”; they also deal with issues of historical, 
personal, and national significance in the way they “entreat the people to stand, fight 
and acquire the type of nation they dream about”. (52) 
As can be seen from the scholarly efforts of these critics, no attention is paid 
to the postmodernist proclivities of Nigerian poetry. Rather, they are mainly 
interested in discussing the sociological aspect of the genre to the neglect of 
postmodernist aesthetics. The present study builds on these scholarly efforts by 
paying a close critical attention to postmodernism in contemporary Nigerian poetry.  
In an article titled “Power, Artistic Agency, and Poetic Discourse: Poetry as 
Cultural Critique in Twenty-First Century Africa”, Sule E. Egya rightly observes that 
contemporary African poetry “is tending towards postmodernism” (14). He then 
narrows his understanding of this tendency to the works of African poets in diaspora. 
According to him, “the postmodern practice among… new African poets is 
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particularly obvious in the way some of the poets, having settled outside the 
continent, now tend to distance themselves from the literary tradition out of which 
they emerged” (14). Apart from poets in diaspora, there are others living on the 
continent whose works demonstrate varying degrees of affinity with postmodernism, 
who do not really have to “distance themselves from [their indigenous] literary 
tradition” as Egya opines. Rather, the conflation of the indigenous and borrowed 
traditions serves as one of the major signposts of postmodernism in African poetry. 
In spite of the above submission that African poetry “is tending towards 
postmodernism”, Egya continues to read Nigerian poetry from different angles 
except postmodernism. For instance, his essay titled “Art and Outrage: A Critical 
Survey of Recent Nigerian Poetry in English”, is couched within the sociological 
framework. Among other poets and issues discussed in that essay, Egya reads 
Abubakar Othman’s poem titled “Wordsworth Lied” from a sociological rather than 
a postmodernist perspective. As he rightly notes, the poem is an attempt by an 
African poet to redefine the concept of poetry. In doing this, he reveals that Othman 
rejects William Wordsworth’s definition of poetry as “the spontaneous overflow of 
powerful emotions… recollected in tranquillity”. 
Indeed, Egya’s reading is essentially designed to uncover the bewildering 
chaos that bedevils contemporary Nigeria. Preoccupied solely with such a 
sociological cause, he did not bother to highlight the postmodernist traits in the 
poem, especially the intertextual connection between Othman’s and Wordsworth’s 
perceptions of poetry. He only emphasises the relevance of Othman’s redefinition of 
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poetry in relation to contemporary social reality (“Art and Outrage” 54-55). The 
present study addresses this omission by giving prominence to the postmodernist 
elements in contemporary Nigerian poetry. 
In their studies of J. P. Clark-Bekederemo’s poetry, Isaac Irabor Elimimian 
and Olu Obafemi respectively adopt a sociological approach. They both disagree 
with the assumption in some critical spaces that Clark-Bekederemo was indifferent 
and insensitive to the public cause in a moment of national crises. Critics of Clark-
Bekederemo such as Odia Ofeimun in The Poet Lied accuse him of failing to take 
active part in finding a lasting solution to the post-independent Nigerian crises as 
Okigbo, Soyinka, and Achebe did. 
Elimimian argues that the fact that Clark-Bekederemo was not directly 
involved does not mean that he was not interested in the cause of the nation. He 
demonstrates that Clark-Bekederemo exhibits a high level of commitment to the 
cause of the nation through his poetry. According to him, “Clark’s direct 
involvement in the Nigerian civil war is mostly expressed through Casualties, a 
group of poems in which he registers his protest against the violence and hostilities 
of the period” (59). Similarly, Obafemi contends that “[p]olitical consciousness is 
evident in Clark’s Casualties in spite of his insistence on disengagement of art from 
politics”. (11) 
Although the sociological approach is a valid mode of literary interpretation 
and analysis, the excessive dependence on this mode of reading by Nigerian scholars 
30 
 
poses a few implications for the corpus of Nigerian poetry. First, strict sociological 
criticism as illustrated by the above examples gives the impression that Nigerian 
poetry is nothing more than a mere social artefact or document. The implication of 
the above is that it tends to provide, albeit unwittingly, a justification for the kind of 
Eurocentric assumptions pointed out by Terhemba Shija, that Nigerian poetry is 
“pedestrian” and therefore “unworthy of any serious academic study or lacking in 
universal appeal” (32-33). But if one approaches the genre from a different 
theoretical standpoint such as postmodernism as the present study does, it becomes 
clear that Nigerian poetry is a rich literary form which is open to diverse modes of 
interpretation. The other implication of strict sociological criticism is that it 
encourages the critic to concentrate on the density of ontological materials such as 
the social, political, economic, historical, and cultural issues thematised in 
contemporary Nigerian poetry as an end in itself, without taking into cognizance that 
such ontological resources in a way underscore the presence of postmodernism in the 
genre. 
Apart from this overwhelming sociological sensibility, one other reason for 
the failure of contemporary criticism to spot the manifestation(s) of postmodernism 
in contemporary Nigerian poetry is traceable to the kind of argument advanced by 
Niyi Osundare in the preface to Songs of the Season where he says: 
These songs… do not share the spineless apologia of that superstition 
called “pure poetry” and its escapist post-modernist pretensions. They 
are songs plucked from the lips of my land in its manifold laughters 
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and sorrows; songs which cannot just lazily be designed, as they are, 
to live and help humanity live. (vi) 
As a powerful voice and an influential figure in the tradition of Nigerian 
poetry, Osundare’s view may have influenced some of the critics of Nigerian poetry 
and their critical choices. Having spoken of postmodernism in a derogatory tone as 
the above extract illustrates, Osundare’s remark leaves scholarship in a poorer state 
by denying it of the robust dimension that postmodernist analyses can bring into the 
canon. It is in view of the constraints imposed by these kinds of remarks that this 
study finds Emmanuel Obiechina’s comments quite interesting and illuminating. 
Obiechina cautions the critic to be wary and vigilant whenever a writer embarks on a 
critical assessment of his own works. He admonishes as follows: 
We do not have to accept with docility everything a creative writer 
says of himself, his intentions, and his work. In fact, there are many 
reasons why we should not trust writers when they turn commentators 
of their own work, and why we should be on our guard and attend to a 
writer’s self-analysis with more than mild scepticism. In the first 
place, the process of creativity itself is so complicated and defiant of 
precise formulations and analyses that even the brightest of writers 
might yet encounter “areas of impenetrability” in the attempt to guide 
his audience with his own light into the sanctuary. (209)    
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What is being articulated here is that Nigerian poetry in particular and 
African literature in general would be better off if scholarly exercises go beyond the 
narrow confines of sociological studies to embrace other more engaging and robust 
forms of discourse. This is the inspiration for this study which is a postmodernist 
reading of contemporary Nigerian poetry.     
 Sunday Anozie and Isaac Irabor Elimimian respectively justify the pervasive 
sociological approach to the reading of African literature. In an interview with 
Ezenwa-Ohaeto, Anozie makes the following point: 
[A] sociological approach to literature especially in Africa is relevant 
to the needs of the times, because after all the sociological approach 
simply looks at the modes of interaction between social realities and 
fiction – facts. In a sociological approach, we are always looking at 
the way the creative consciousness of a writer interacts with the 
conditions that exist within the society at a particular time. (Winging 
Words 167) 
In the same vein, Elimimian argues that the sociological approach to literary 
criticism is necessary as it brings the reader into “the full range of [the] poetic 
experience” (vii). As good as the sociological approach is, it has the limitation of 
“see[ing] literary works as documents and not as artifacts” (Nwahunanya, Critical 
Theory 34). As A. E. Housman contends, “poetry is not the thing said, but a way of 
saying it” (qtd. in Elimimian 20). The emphasis on the thing said over and above the 
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way the thing is said is a major point of weakness in sociological criticism. In order 
to overcome this problem and give full attention to both the form and content of 
contemporary Nigerian poetry, this study adopts, as a vehicle of critical exploration, 
the more embracing postmodernist approach.  
 Also prominent in the study of Nigerian poetry is stylistic criticism. The 
concept of stylistics is derived from style and, as M. H. Abrams and Geoffrey Galt 
Harpham point out, “style has traditionally been defined as the manner of linguistic 
expression in prose or verse – as how speakers or writers say whatever it is that they 
say” (“Style”). In other words, style is simply the way and manner an individual 
expresses his/her thoughts, feelings, ideas, views, and beliefs. Stylistics, on the other 
hand, is defined by Geoffrey Leech and Mick Short as “the (linguistic) study of 
style” (11). Paul Simpson adds that “stylistics is a method of textual interpretation in 
which primacy of place is assigned to language” (2). Going by these formulations, a 
stylistic (linguistic) study of literature is, according to Tambari Ogbonanwii Dick, 
concerned with the analysis of the various aspects of language – phonology, lexis, 
semantics, syntax, morphology, graphology, etc. (2), and how these contribute to the 
aesthetic qualities and overall meaning of a text. 
 Several scholars have conducted stylistic studies of Nigerian poetry. They 
include: Macaulay Mowarin, Romanus Aboh, Blessing Titilayo Inya, Chukwuka 
Ogbu Nwachukwu, Akwu Sunday Victor and Abdulmalik Mohammed. Mowarin 
examines lexical and morphological innovations and how these foreground the 
salient themes in Hope Eghagha’s poetry. Inya discusses the lexico-semantic features 
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of Ademola Dasylva’s poetry, stressing that the poet uses language “to pass 
information to the reader, dominantly political information, and these pieces of 
information are strategically presented through the lexical semantic processes in the 
text”. (317) 
In his own contribution to this discussion, Nwachukwu explores the use of 
linguistic items like phonology, graphology, syntactic structure, and lexical choices 
in Okigbo’s poetry to demonstrate “how the use of linguistic resources available to 
Okigbo individually and collectively coheres (sic) to enhance not just meaning but 
the aesthetic quality of the poem” (108). Similarly, Akwu and Mohammed are 
concerned with the language and style of Udeozo’s poetry. Their objective is 
basically to undertake a  
literary-stylistic study of the poems at the phonological, lexico-
semantic, graphological, syntactic, and figurative levels of analysis to 
bring out the tropes used in the construction of form and meaning in 
the text. (“Language, Style and Aesthetic” 38) 
As is characteristic of stylistic studies, Mowarin, Inya, Nwachukwu, Akwu and 
Mohammed concentrate only on the style and language of poetry. While stylistic 
studies are relevant, the concentration on style and language as these critics do leaves 
a space for a postmodernist exploration of the genre. 
In continuation of the above discourse, Romanus Aboh, like Sule Egya earlier 
mentioned, admits that contemporary Nigerian poetry is “located within 
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postmodernist Nigeria and [is] seen as a direct response to the socio-political 
quagmire of Nigeria which serves as a water shade (sic) from which the poets draw 
their art” (“Semantic Map” 7). Going by this assertion, one would think that Aboh is 
primed to undertake a postmodernist analysis of Nigerian poetry. Instead, Aboh goes 
ahead to conduct his reading of Nigerian poetry from a linguistic perspective. 
Linguistic studies are relevant and are justified by Fowler’s view that “literature is a 
social discourse and every linguistic theory can be applied to its analysis (qtd. by 
Aboh, “Semantic Map” 7). However, most of such studies suffer from the self-
constraining effect which Aboh describes as the “reduced analysis” (“Semantic Map” 
14) associated with linguistic criticism.  
Linguistic analysis, like studies in sociological criticism, is self-limiting, 
being unable to bring into the centre of the critical activity aspects of theories like 
postmodernism even when such theories are germane to the appreciation of a work of 
literature. At best, such studies simply make casual references to the theory or 
aspects of the theory without probing deeper into how it is fabricated into the soul of 
the text. This study addresses the lacuna thus created by focusing on the inscription 
of postmodernist literary theory in contemporary Nigerian poetry. 
The only study of Nigerian poetry from the postmodernist perspective known 
to this researcher is Aniashe Sylvanus Akpanke’s M. A. dissertation in which he 
applies the theory to the study of Joe Ushie’s poetry. Since Akpanke’s work is in this 
sense what may be described as a “foundational” or “pioneering effort”, it succeeds 
in demonstrating the possibility of executing a postmodernist reading of Nigerian 
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poetry. However, the problem observed in the work is that it leans rather too much 
on the ontological aspect of postmodernist discourse which is only concerned with 
the social, political, economic, historical, and cultural issues, to the neglect of other 
aspects of the theory. 
Although the present study does not pretend to be exhaustive and conclusive, 
it however approaches Nigerian poetry from a wider postmodernist perspective than 
Akpanke’s work. Unlike Akpanke’s work which is a postmodernist study of a single 
author, this study subjects postmodernism to the reading of four contemporary 
Nigerian poetic texts by different authors from different ethno-cultural and 
geographical backgrounds. These include: Cyclone by Obu Udeozo, It Would Take 
Time: Conversation with Living Ancestors by Femi Abodunrin, The Eaters of the 
Living by Musa Idris Okpanachi, and Mairogo: A Buffoon’s Poetic Journey around 
Northern Nigeria by Denja Abdullahi. Furthermore, the study transcends merely 
chronicling the socio-political issues in a text as Akpanke has done in the sense that 
it employs some recognisable features of postmodernism such as intertextuality, 
blurring of aesthetic boundaries, irony, and humour, to interrogate the 
aforementioned poetic texts.   
The rationale for the above position is that by focusing almost exclusively on 
ontological issues over and above other features of postmodernism in his study of Joe 
Ushie’s poetry, Akpanke’s work tends to comply more with the tenets of sociological 
criticism than postmodernist discourse. For instance, after making a painstaking 
effort to stress that Ushie’s poetry “prefigures and accentuates … a revolutionary 
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approach to the predicament of the masses” (38), Akpanke admits that his analysis is 
“seemingly Marxist” (38). Having been inspired and influenced by this “seemingly 
Marxist” interpretive sensibility, he further avers that Ushie 
displays a fidelity to audience consciousness and exposure of the 
myriad problematic issues of his time, which are exacerbated by 
corrupt and tyrannical military regimes that have perpetuated the 
subjugation of the poor. Thus, what runs through his poetry is a 
relentless engagement with Nigerian cultural, socio-economic and 
political problems thereby weaving around it a functionalist attribute. 
(9)  
This is the line of discourse Akpanke consistently pursues throughout his 
study of Ushie’s poetry and, by so doing, he negates, or at best, only makes passing 
references to other aspects of postmodernism such as intertextuality, irony, humour, 
and the blurring of boundaries, among others. The present study is designed to 
engage some of these tools as reading strategies to examine contemporary Nigerian 
poetry in the quest to locate it within the mainstream of the postmodernist aesthetic 
tradition. 
The above discussion is indeed a critical signpost to the wealth of scholarly 
resources available on Nigerian poetry, much of which has not given sufficient 
coverage to the postmodernist sensibilities of the genre. The study deploys the 
aesthetics of postmodernist literary theory such as intertextuality, irony, humour, and 
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the blurring of aesthetic boundaries, to critically evaluate contemporary Nigerian 
poetry. 
2.2.2 Review of Literature on the Poets of Study 
This review at this point is concerned with the critical commentaries on each 
of the poets selected for analysis. This undertaking is necessary because it helps to 
uncover the available literature on the poets whose works constitute the focus of this 
study. Beginning with Obu Udeozo, it can be said that the criticism of his poetry is 
preoccupied essentially with the social context of his works. Critics like Chinyere 
Nwahunanya and Femi Adesina, among others, believe that Udeozo’s poetry is 
shaped by his background in psychology and painting. Nwahunanya opines that 
Udeozo’s background in psychology  
enables him to be emotionally involved, almost of the level of 
empathy, in the experiences of his society, and that the perfectionist 
concerns of the painter in him reflect in his metaphorical use of 
language and other stylistic features that confirm him as a wordsmith. 
(“The Psychologist as Poet” 13) 
Furthermore, Nwahunanya suggests that the environment is the primary source of 
creative inspiration for Udeozo. In this wise, he avers: 
[i]n addition to his training, the biggest factor that offers him the 
necessary stimulus for creativity is his immediate environment which 
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manifests in the chaos, general malaise, decadence, and injustice that 
he explores in various poems. (“The Psychologist as Poet” 15) 
The above remarks succinctly introduce the social context of Udeozo’s 
poetry. This social context of the poet’s work is further elucidated by Francis E. 
Ngwaba in the introduction to Cyclone as follows: 
From the point of view of theme, Udeozo is a poet of versatile range. 
He explores traditional lore, writes of love and passion, politics and 
economic mismanagement as well as the crises of military rule and 
the tragedy of inept leadership. He sings of heroes and pays tribute to 
cherished persons, formative influence and to friendships. Every 
subject is fit for poetry since to him what makes poetry is not loftiness 
of issue but the vision and idiom, which transforms the ordinary into 
the sublime. (xvii) 
The commitment to social cause in Udeozo’s poetry would manifest in the 
diversity of thematic engagements which, according to Femi Adesina, “touches 
themes like neurosis, religion, love, nature, politics, etc” (11), in addition to other 
issues like war and the celebration of human achievements – issues which are all 
relevant to the progress and transformation of society. Since these social issues are 
also of interest to postmodernist writers, and owing to the fact that Udeozo draws a 
lot of inspiration from other writers and artists, this study adopts the postmodernist 
device of intertextuality to interrogate his poetry. The study does so in order to 
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demonstrate the links between Udeozo’s poetry and those of previous writers and 
artists who are concerned with the issues of human existence in their own times and 
climes. 
In a study devoted more to an exploration of style, Uduma Kalu observes that 
Udeozo, in the tradition of contemporary Nigerian poetry, writes “simple poems” 
which however transcend the rhetoric of simplicity through the use of “evasive 
images” (8). These images furnish the typical Udeozo poem with the capacity to 
“acquire multiple meanings” (8). Kayode Idowu adds that Udeozo’s poetry, 
especially the early poems, “appear to strike an unsure but nonetheless discernible 
balance of soluble symbolism” (“The Spirit in Ascent” 22), and the strength of 
symbolism lies in its “laconic suggestiveness”. 
Indeed, some of the images may be evasive as suggested by Kalu above, and 
the language of the poems are “packed with metaphors” as Akwu Sunday Victor and 
Abdulmalik Mohammed assert (“Language, Style and Aesthetics” 42). However, the 
“laconic suggestiveness” of Udeozo’s use of symbols, coupled with what 
Nwahunanya describes as the “imaginative collocations” (Critical Theory 160) of the 
poems are necessary as they enable the poet to effectively market his ideas to the 
public. 
While dismissing Alfred Akwe’s claim that Udeozo’s poetry is characterised 
by a “lavish display of grandeur” – which, to an extent, is a valid assertion – as a 
“sweeping generalisation”, Nwahunanya admits that Udeozo’s poetry possesses 
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enough technical qualities to “jolt the reader’s consciousness into aesthetic 
appreciation, in consonance with the inspirational base from which the poems spring 
up” (“The Psychologist as Poet” 16). Indeed, the “inspirational base” which gives the 
poems their life is the postmodern society. In this connection, it is only logical and 
reasonable to assess the poems inspired by the postmodern society through the 
postmodernist perspective. 
With respect to Udeozo’s use of language, critical opinions are sharply 
divided. Nwahunanya, Akwu and Mohammed commend the poet’s use of language 
while Maik Nwosu reserves hard words for him. According to Nwahunanya, 
Udeozo’s lexical choices and grammatical structures impress us as 
innovative, especially as they demonstrate the poet’s conscious 
awareness of the need for him to evolve a personal idiom, a unique or 
peculiar way of saying things, even if what he is talking about are 
commonplace issues. His poetry may not be replete with proverbs, but 
his diction and arrangement of words strikes the chord in us that he is 
both a stylist and a wordsmith. (“The Psychologist as Poet” 27) 
Similarly, Akwu and Mohammed note that Udeozo’s use of language is “novel and 
by no means a method of beautification of thought and emotion but constitutes 
beauty in itself”. (“Language, Style and Aesthetic” 31)     
In spite of the above views, however, Maik Nwosu raises a question on the 
poet’s use of language. He first concedes that Udeozo’s poetry is “remarkable” 
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especially in the way that it uses what he calls “architechtonic patterns” to enhance 
or “foster a form-sense synthesis” (33). He then proceeds to pick holes in the poet’s 
use of language by saying that it is 
the deployment of language resources that weighs the gatherings 
[poems] down from soaring into the realm of received classics. They 
evidence a certain absence of ‘finishing’ in the poet’s use of that 
essential brick of poetry: heightened language. (33) 
Beyond the above trend of criticism, available studies of Obu Udeozo’s poetry have 
so far been less concerned with the plethora of postmodernist aesthetics in his works. 
It is in the light of this that this study sets out to critically examine Udeozo’s poetry 
in Cyclone using the postmodernist device of intertextuality as an analytical tool. 
The first thing to be noted in respect of Femi Abodunrin’s poetry, so far 
collected under the title, It Would Take Time: Conversation with Living Ancestors, is 
that the volume of critical patronage available on the text is rather too thin and this 
problem is complicated by the unavailability of the scanty critical resources. The 
reason for the critical neglect of this text may be because of the radically innovative 
and experimental style adopted by the poet which is sure to jolt critics. This alone 
should, at least, naturally attract adventurous critics to the text, but this is sadly not 
the case. The fact that there is a very small volume of literature available on 
Abodunrin’s work published about a decade and a half ago suggests that literary 
criticism in Nigeria may have lost a bit of its adventurous spirit. Of course, the 
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paucity of critical materials on this work alone makes any type of reading an absolute 
necessity, and a specifically postmodernist exploration of the text as attempted here, 
which is designed to lay bare the stylistic innovation and, to an extent, the thematic 
concerns embedded in the text, is all the more necessary.  
It Would Take Time: Conversation with Living Ancestors is a work of 
literature in which both poetry and drama co-exist side-by-side within the same text. 
This feature of the work was first identified by Wumi Raji who observes, in an early 
review of the text, that Abodunrin has succeeded in “blurr[ing] boundaries” (104) 
between poetry and drama in the way and manner he renders the poems. If this 
assertion is correct, then one can assume that the poet has fulfilled one of the major 
demands of postmodernism which is the blurring of artistic, aesthetic, and generic 
boundaries of discourse. It is the veracity of this assumption that this study seeks to 
ascertain here. 
 Albert Lloyds Mtungambera Harawa echoes the above view of Wumi Raji. In 
his study which examines It Would Take Time within the postcolonial matrix of 
hybridity, Harawa suggests that the hybrid nature of the text is enhanced and 
confirmed by the seamless flow of the poetic, dramatic, and narrative genres into one 
another. In this context, the poet introduces fragments of prose and, to a greater 
extent, drama, into the framework of his poetic composition in a bid to repudiate 
conventional definitions and also redefine each of the genres. This “ambivalent 
characteristic” of Abodunrin’s work is, according to Harawa, informed by the need 
to decolonise African literature. Harawa contends that It Would Take Time  
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looks like a series of short stories and yet in some cases the collection 
of poems appears as if it is a drama script. In fact, the poet tactfully 
blurs boundaries between genres ostensibly as a means of resisting 
Western definitions of a poem, a play or a short story. (23)             
 In tandem with the spirit of contemporary Nigerian writing which is noted for 
its utilitarian idiosyncrasies, Abodunrin’s poetry is, as Harawa further posits, both a 
portrayal of the “historical perspectives of the African landscapes” and an “angry 
outburst against sell-outs and colonialists” (1). He also stresses that the volume is 
“borne out of [the] agitation for self-discovery and freedom” championed by 
Chinweizu, Jemie, and Madubuike “because it represents poetry of protest against 
social, cultural, economic, and political oppression at family, village, national and 
international levels” (1-2). The postcolonial approach adopted by Harawa in his 
analysis seems to lay more emphasis on content than technique. In order to fill this 
gap, an approach such as postmodernism which gives attention to both form and 
subject matter is adopted to critically appraise Abodunrin’s attempt to collapse 
artistic boundaries in It Would Take Time: Conversation with Living Ancestors. 
  In spite of winning the 2008 ANA/ Cadbury Poetry Prize, the poetry of Musa 
Idris Okpanachi has enjoyed only a marginal volume of criticism. The lean critical 
resources available on Okpanachi’s poetry show that critics are more interested in 
what the poet has to say on the tortuous question of leadership and how this affects 
the development of the nation. This is because critics seem to agree with Sule E. 
Egya’s observation that “the question of leadership” is the undisputed “megatheme in 
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modern Nigerian literature in English” (“Art and Outrage” 50). With specific 
reference to Okpanachi’s poetry, the critics who share this view with Egya are 
Uchechukwu Peter Umezurike, Romanus Aboh, Allwell Abalogu Onukaogu and 
Ezechi Onyerionwu. In his review of Okpanachi’s recent collection of poems titled 
The Music of the Dead, Umezurike corroborates Egya’s observation by stating that 
“civilian misrule [has become] the operative theme for Musa Idris Okpanachi’s body 
of poetry”. 
It is in the light of this that Onukaogu and Onyerionwu contend that 
Okpanachi’s The Eaters of the Living is one of the harshest and most direct attacks 
on political leadership by a contemporary Nigerian poet. They aver that the 
collection “ingloriously profiled” Nigerian political leaders “as not just corrupt, but 
also insatiable” (151). Similarly, Nesther Nachafiya Alu observes that “Opanachi 
(sic) ridicules these leaders as he presents them in their destructive regalia. He likens 
them to ‘weevils’, ‘maggots’ and ‘hovering vultures’ that wait like scavengers over 
the carcass of nations”. (350)  
Romanus Aboh aligns himself with this critical disposition by stating that The 
Eaters of the Living 
calculatingly present[s] a confrontational discourse, an opposition to 
the excesses of the oppressors who camouflage as politicians. Without 
recourse to linguistic engineering, Okpanachi openly attacks the 
inactions of some politicians that have helped to move the country 
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several years backward in terms of human and infrastructural 
development. (“Modality” 7) 
Egya explains this sentiment in Okpanachi’s poetry by contending that the 
poetry reflects the “pains” and “wounds” of the poet and these feelings draw his 
sympathy for the less privileged members of the society who are “blatantly brutalised 
by [the] very powerful oppressor-figure to which… all humanity has to succumb” 
(“Poetry as Dialogue” 85). The foregoing critical comments on Okpanachi’s poetry 
highlight the failure of scholarship to discern the postmodernist trait embedded in his 
work. In order to bridge this critical gap, this study endeavours to evaluate The 
Eaters of the Living with specific interest in the exploration of the poet’s use of the 
postmodernist device of irony in the text. As the study amply demonstrates, irony 
maintains a dominant presence in the text and this singular factor means that the 
collection is, in a valid sense, postmodernist since irony is a valid postmodernist 
literary device.     
 With Abuja Nunyi: This is Abuja, a volume which takes the reader on an 
excursion through the Nigerian capital city of Abuja, Denja Abdullahi has emerged, 
along with J. I. P. Ubah (Songs for Lokoja), Odia Ofeimun (Lagos of the Poets), and 
Olalere Oladitan (Bolekaja: Lagos Poems), as one of the champions of the 
burgeoning tradition of city poetry in Nigeria. But Abdullahi’s poetic oeuvre which 
includes other volumes such as Mairogo: A Buffoon’s Poetic Journey around 
Northern Nigeria, The Talking Drum, and A Thousand Years of Thirst, transcends the 
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rhetoric of urban architecture, urbanscapes, and urban life to embody other salient 
issues that are germane to the twenty-first century Nigerian experience. 
Like most of the poets in this study, Denja Abdullahi is relatively unknown 
even though he is the incumbent president of the Association of Nigerian Authors. 
He is unknown because his works have not been subjected to adequate critical 
discourse. Allwell Abalogu Onukaogu and Ezechi Onywerionwu argue that 
Abdullahi’s Mairogo: A Buffoon’s Poetic Journey around Northern Nigeria “derives 
deeply from the oral traditions of northern Nigeria” (143). This is not surprising as 
the practice of appropriating elements of folk tradition is an accepted mode of poetic 
composition among modern Nigerian poets. This is in consonance with Ezenwa-
Ohaeto’s submission that modern Nigerian poets “have effectively utilized the 
resources of their oral traditions to produce interesting, relevant and artistic modern 
works” (“Orality and Craft” 220). Besides the plethora of the oral resource, however, 
Onukaogu and Onyerionwu did not discuss any other trait such as postmodernism in 
Abdullahi’s work in the way that this study sets out to do. 
In his own contribution to this discourse, Sule E. Egya observes that Africa 
does irreparable damage to herself by “killing her children”. This damage constitutes 
the inspiration for the threnodic tone of contemporary Nigerian poetry. Abdullahi’s 
poetry is framed within this threnodic context to “mourn the death of… a people, that 
of a nation” (“Art and Outrage” 60). This assertion is valid because in Mairogo, we 
have a volume which succinctly narrativises the death of a people and the nation. In 
spite of dealing with such a serious issue, Abdullahi, in the tradition of postmodernist 
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writers, adopts a playful and cynical attitude by using as his mouthpiece and persona, 
a half-sane narrator through whom the poet dramatises the tragedy of contemporary 
life. As a corollary to this creative choice, Mairogo emerges as a poetic text which is 
densely furnished with the postmodernist device of humour.  
Although Abdullahi’s poetry has generally not been accorded sufficient 
critical attention, the postmodernist aspect of his poetry is even more neglected 
ostensibly because of the rigour involved in such scholarly undertakings. It is in 
order to bridge this gap that this study attempts to critically evaluate Mairogo: A 
Buffoon’s Poetic Journey around Northern Nigeria through the lens of postmodernist 
literary theory. In doing so, the study concentrates on the way Denja Abdullahi uses 
the postmodernist device of humour to make important social statements in the 
volume.    
2.3 Theoretical Framework 
This study adopts postmodernism as the theoretical lens through which to 
appreciate contemporary Nigerian poetry. The first challenge which confronts the 
critic of postmodernism is the labyrinth of definitions and redefinitions associated 
with the concept. This challenge is explained by the complexity, eclecticism, and the 
vexatious nature of postmodernism itself. To this end, Ramen Sharma and Preety 
Chaudhary contend that postmodernism “is hard to define and there is little 
agreement on the exact characteristics, scope, and importance of postmodern 
literature”. (189) 
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J. A. Cuddon corroborates the view expressed above by describing 
postmodernism simply as “an eclectic approach” (qtd. in Barry 83) to literary 
production and reception. By describing this concept as eclectic, Cuddon suggests 
that postmodernism is a variegated literary or theoretical concept. In other words, he 
concedes that postmodernism is, by its very nature, amorphous, nebulous, fluid, and 
consequently, indefinable. This difficulty in the definition of the concept leads David 
Harvey to conclude that postmodernism is “a battleground of conflicting opinions 
and political forces….” (39) 
The fact that postmodernism is eclectic, slippery, and therefore almost 
definition-shy is ensconced by the fact that it is multidisciplinary in character and 
orientation. Accordingly, Margaret Drabble aptly describes postmodernism as the 
“ensemble of cultural features characteristic of Western societies in the aftermath of 
artistic Modernism” (“Postmodernism”). Going by the above remarks, 
postmodernism could be regarded as a promiscuous theoretical concept which 
dovetails into several areas of academic and critical enquiries including architecture, 
literature, philosophy, anthropology, painting, music, theatre, sculpture, and more. It 
is to this end that Julie M. Albright asserts that postmodernism demonstrates a 
remarkable “orientation toward knowledge that encompasses a wide range of 
theories and theorists, drawing from the fields of philosophy, sociology, linguistics, 
and others”. (“Postmodernism”) 
Apart from the above, postmodernist literary theory derives its complexities 
from its interconnection with its precursor, the modernist literary theory. In this 
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context, the prefix, “post”, in the word is very suggestive as it creates the impression 
at surface level that the advent of postmodernism marks the end of the modernist 
project. But Ramen Sharma and Preety Chaudhary debunk such assumption. They 
argue that the prefix, “post”, in postmodernism or any of its other variants – 
postmodern, postmodernist, postmodernity, and their hyphenated and capitalised 
forms (Post-Modern, Post-Modernist, Post-Modernity, etc.) – “does not necessarily 
imply a new era. Rather, it could also indicate a reaction against modernism in the 
wake of the Second World War” (192). What this implies is that rather than 
signifying the end of modernism, postmodernism is seen as both a counter-discourse 
to, as well as an extension of its modernist forebear. 
Apart from modernism, postmodernism maintains a filial relationship with 
other theoretical formulations like poststructuralism, postcolonialism, post-Marxism, 
and so on. For instance, Edward Said is quoted by Mariangela Palladino as saying 
that “[i]n the West, post-modernism has seized upon the ahistorical weightlessness, 
consumerism, and spectacle of the new order. To it are affiliated other ideas like 
post-Marxism and post-structuralism” (“History, Postcolonialism and 
Postmodernism” 53). Veeramani agrees with Said by stating that some of the 
common theoretical categories such as poststructuralism, feminism, postcolonialism, 
and new historicism are the “schools of postmodernism” (24). The implication of this 
is that postmodernism is more than just a theory. It is a movement, an umbrella term 
under which disparate theoretical concepts as the ones mentioned above form a 
complex association. This is because it shares some basic tenets and practitioners 
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with some of these theories. This accounts for the eclecticism, complexity, and lack 
of an inclusive definition characteristic of the concept. 
Since modernism is the theory from which postmodernism derives its being 
and against which it is defined, it is necessary to isolate and undertake a brief 
discussion of the modernist literary theory at this point. This is so, furthermore, 
because postmodernism is a major beneficiary of the modernist project, having 
sourced its nomenclature and all-embracing bearings from that tradition. Besides, 
such a construction is useful as a foundation for a proper understanding of 
postmodernist literary aesthetics. 
Modernism as an artistic movement is a twentieth century development, 
having emerged from the catastrophic circumstances orchestrated by the First World 
War, and subsequently drifting to its peak by the mid-decades of that century. 
Modernism implies the rejection and radical break from established conventions 
including realism and the Enlightenment. By implication, modernism is characterised 
by radical experimentation and novelty of approach. This novelty of approach 
derives essentially from its attempt to “make it new”. With specific reference to 
poetry, Ademola O. Dasylva and Olutoyin B. Jegede define modernism as  
an extension of the Romantic spirit in its preoccupation with bold 
experimentation in poetry. It is almost synonymous with revolution of 
the word and poetic feeling. […] Modernism is a continuation of the 
revolution – of the word, poetic feelings and techniques […] 
52 
 
Modernism in poetry was manifested in a new kind of creativeness, 
some queer sensibility […] Poets within modernism trait began to 
evoke verbal technology for the purpose of creating an unusual but 
unique impression in poetry. (89)  
Furthermore, Bradbury and Macfarlane opine that modernism is “the 
movement [in literature and art generally] toward sophistication and mannerism, 
towards introspection, technical display and internal self-scepticism” (qtd. in Ker 2). 
As David I. Ker also observes, the import of this definition is the fact that modernism 
is characterised by the prevalence of experimentation, sophistication, innovation, 
abstraction, fragmentation, and disintegration (2). In other words, as Bradbury argues 
elsewhere, modernism is 
experimental, formally complex, elliptical, contains elements of 
decreation and creation, and tends to associate notions of the artist’s 
freedom from realism, materialism, traditional genre and form, with 
notions of cultural apocalypse and disaster. Its social content is 
characteristically avant-garde or bohemian; hence, specialized. 
(“Modernism”) 
Woven into the soul of the text, all these features coalesce into widespread 
lamentation of the chaos, anarchy, disorder, despair, and meaningless condition of 
modern human existence. 
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In addition to the above, modernist literary aesthetics places a greater 
emphasis on how reality is constructed over and above what constitutes reality itself. 
As a result, modernism evinces the pervasiveness of complicated structure including 
the discontinuous and distorted narrative structure, obscurity and ambiguity, as well 
as recourse to colloquialism, and so on. In view of these features, modernism is 
considered as an elitist or “high culture” which alienates the masses. With this brief 
background, one can now venture into a discussion of postmodernism.   
Stephen R. C. Hicks sees postmodernism as an instrument, “an activist 
strategy” which is capable of undermining “the coalition of reason and power” (3). 
This submission supports Frank Lentricchia’s view that postmodernism “seeks not to 
find the foundation and the conditions of truth but to exercise power for the purpose 
of social change” (qtd. in Hicks 3). The above assumption underscores the fact that 
postmodernism is preoccupied with ontological issues which border on the 
challenges of human life, societal progress, political power, and social change. 
From a philosophical perspective, Stuart Sim understands postmodernism as 
“a form of scepticism – scepticism about authority, received wisdom, cultural and 
political norms, etc.” (1). Sim’s opinion is based on Jean-Francois Lyotard’s 
sceptical approach to the canonisation of grand narratives such as modernism, the 
Enlightenment, Marxism, Christianity, and science, which are held to be the 
universal repertoires of wisdom, knowledge, and truth, and, as such, can neither be 
challenged nor questioned. This scepticism towards metanarratives as signifying 
practices is summarised and projected by the Lyotardian view of postmodernism as 
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“incredulity toward metanarratives” (xxiv). Over the years, the reaction to 
modernism as a token metanarrative has remained a definite and defining centre of 
debates in postmodernist theorisation. 
What the foregoing discussion presupposes is that postmodernism is 
characteristically ambivalent. This ambivalence is enabled by the fact that the 
concept is seen to be simultaneously a rejection as well as a continuation of the 
modernist literary tradition. This ambivalent situation is fundamental to some of the 
controversies which continue to plague postmodernist literary discourse from its 
inception till date. But from whichever perspective the concept is considered and 
understood, one thing that is certain and common to all conjectures on 
postmodernism is that the concept is essentially a reappraisal and a redefinition of the 
modernist approach to literary production and reception. Mojgan Eyvazi, Shirin 
Pourebrahim, and Nasim Sahebazamni succinctly summarise the basic components 
and common features of postmodernism in their submission that 
postmodern literature relies heavily on fragmentation, temporal 
distortion, paranoia, intertextuality, irony, playfulness, black humour, 
paradox, allusions and references, technoculture and hyperreality, 
fabulation, metafiction, magic realism, intertextuality, pastiche and 
parody. (154) 
The origin of postmodernism is, like its definition, steeped in a maze of 
controversies. This is because, as Roger Webster observes, there is no clear-cut 
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“boundary in chronological, aesthetic or political terms” (122) between modernism 
and postmodernism. He however stresses that postmodernism blossomed in the 
period following the Second World War. Scholars of the theory such as Michael 
Ryan, Hans Bertens, Antony Easthope, and Linda Hutcheon agree that the term, 
postmodernism, came into prominence in the 1960s following the rise of Civil Rights 
Movement in America. However, Peter Barry contends that it is only in the 1980s 
that postmodernism assumes its current bearings and usage (81). In the light of the 
above, postmodernism is clearly a literary and aesthetic movement which emerged in 
the later part of the twentieth century as an alternative response to the chaos and 
anarchy which have continued to define and traumatise humanity into the twenty-
first century.  
The available wealth of postmodernist literature include Samuel Beckett’s 
Waiting for Godot, Thomas Pynchon’s The Crying of Lot 49, Umberto Eco’s The 
Name of the Rose, Gabriel Garcia Marquez’s One Hundred Years of Solitude, 
Salman Rushdie’s Midnight Children, and Paul Auster’s The New York Trilogy. In 
Africa, writers who exhibit postmodernist tendencies include Ngugi wa Thiong’o in 
Wizard of the Crow, Ben Okri in The Famished Road, and Biyi Bandele-Thomas in 
The Sympathetic Undertaker and Other Dreams. In the corpus of Nigerian poetry, 
the following writers can be described as postmodernists: Niyi Osundare in Village 
Voices, Okinba Launko in Ire and Other Poems for Performance, Odia Ofeimun in 
Under African Skies, A Feast of Return, and Nigeria the Beautiful, Ezenwa-Ohaeto in 
If to Say I Be Soja, Ifeoma Chinwuba in African Romance, Joe Ushie in Popular 
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Stand, Ademola Dasylva in Songs of Odamolugbe, Moses Tsenongu in Sun the Male 
Born, Moon the Female, Denja Abdullahi in Mairogo, Femi Abodunrin in It Would 
Take Time, Obu Udeozo in Cyclone, and Musa Idris Okpanachi in The Eaters of the 
Living. 
The leading theorists of postmodernism are Jean-Francois Lyotard, Jean 
Baudrillard, Jacques Derrida, Michel Foucault, and Frederick Jameson. But Lyotard 
and Baudrillard are believed to have had greater impacts on the theoretical 
trajectories of postmodernism than the others. These trajectories include Lyotard’s 
repudiation of metanarratives and Baudrillard’s notions of simulation and 
hyperreality. Since they are widely considered the greatest exponents of 
postmodernism, this study recognises the need to briefly summarise their theoretical 
views here vis-à-vis some of the arguments against their positions.  
As mentioned earlier, one of the central theses of postmodernist literary 
discourse is the rejection of the modernist conception of the world. According to 
Jean-Francois Lyotard, the postmodern is described as “incredulity toward 
metanarratives” (xxiv). Metanarratives – a term frequently used interchangeably with 
grand narratives – refer to theories such as Marxism and modernism which, 
according to Stuart Sim, “claim to provide universal explanation and the authority 
this gives them” (261). Such theories usually packaged as ends in themselves and as 
custodians of universal knowledge and authority are dismissed and repudiated by 
Lyotard on the ground that they are “implicitly authoritarian, and that by the late 
twentieth century, they have lost all claim to authority” (Sim 262). Thus, the belief in 
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postmodernist discourse is that “the major grand narratives of the recent past … no 
longer command credibility, and lie in ruins”. (Habib 248)  
Proponents of the modernist tradition have been variously charged with 
elitism, sophistication, and a radical or high-handed innovation and experimentation 
in their aesthetic approach. This leads to the development of complex aesthetic 
tendencies including the multiple narrative points of view, stream of consciousness 
or interior monologues, fragmented structure, and similar artistic tendencies in the 
works of modernist writers. It is this elaborate artistic approach that postmodernist 
literary scholars and theorists vehemently object to, and, in the words of Peter Barry, 
find “deeply offensive and repulsive” (84). In this context, Raman Selden and Peter 
Widdowson’s observation that postmodernist writers and critics “reject the elitism, 
sophisticated formal experimentation and tragic sense of alienation to be found in the 
modernist writers” (177) is valid.   
Having repudiated some of the novel and elaborate ideas implicit in, and 
peculiar to modernist literary aesthetics, postmodernist thinkers adopt and stretch 
what they can from the modernist theory in an attempt to forge an alternative 
approach of representing history and reality. They do this by textualising history and 
reality in “the world of images and simulations which characterise the contemporary 
age of mass consumption and advanced technologies”. (Selden and Widdowson 174-
175) 
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In addition, the quest for an alternative tradition in postmodernist aesthetics 
manifests itself through a consistent recourse to what Abrams and Harpham refer to 
as the “models to the ‘mass culture’ in film, television, newspaper cartoons, and 
popular music” (“Modernism and Postmodernism”). In other words, as Jean 
Baudrillard’s analysis of modern culture and society reveals, “reality has in the late 
capitalist era been replaced by codes of signification. What we are now witnessing is 
a ‘procession of simulacra’ a series of images which do not even claim to represent 
reality but offer themselves in its place” (Habib 251). In this context, postmodernism 
dovetails into the domain of popular culture where the distinction between high and 
low culture is erased.      
Postmodernist scholars are essentially concerned with ontological issues in a 
literary text. As Veeramani succinctly puts it, “if modernism is epistemological, 
postmodernism is ontological” (23). The term, ontology, is used here as a 
signification for the nature of human existence. Thus, postmodernist literary theory is 
concerned with the issues of human existence – social, political, economic, historical, 
moral, and cultural. The implication of this is that postmodernism is interested not 
only in the way and manner in which reality is constructed in a literary work; it is 
also interested in how far, that is, the extent to which literature responds to reality in 
its diverse forms and manifestations. In the Nigerian literary matrix therefore, the 
realities of misgovernance, corruption, poverty, injustice, violence, war, and 
environmental degradation constitute veritable subjects of interest to postmodernist 
writers and critics. 
59 
 
Writers of postmodernist persuasion often portray such serious and negative 
realities in ironic and humorous ways. In this way, the devices of irony, humour, and 
parody become some of the essential elements of the postmodernist aesthetic 
tradition. Furthermore, the concern for “ontological uncertainty” as Selden and 
Widdowson describe it, “results in a loss of fixed points of reference. Neither the 
world nor the self any longer possesses unity, coherence, meaning. They are radically 
‘decentred’” (178). This postmodern disposition could be responsible for the evident 
lack of thematic and stylistic unity of contemporary Nigerian poetry. 
In another development, postmodernist writers deny and reject the traditional 
boundaries of discourse embodied in the distinction between “high” and “low” 
cultures inherent in modernist aesthetics. This blurring of artistic boundaries in 
postmodernist art is significant because it gives prominence to popular culture within 
the tradition. Equally significant in this context is the fact that the rejection of artistic 
boundaries in postmodernism inheres in the mixing of literary genres and styles. To 
this end, postmodernism is marked by the fusion of literary forms, styles, and genres 
given the fact that prose spills freely into the domain of poetry and poetry itself is 
increasingly suffused with dramatic qualities, and vice versa.     
Intertextuality is another concept that is prominent in postmodernist literary 
discourse. The notion of intertextuality can best be understood from the perspective 
of the Preacher who says: 
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[t]he thing that hath been, it is that which shall be; and that which is 
done is that which shall be done: and there is no new thing under the 
sun. Is there any thing whereof it may be said: see, this is new? It hath 
been already of old time, which was before us. (Ecclesiastes 1:9-10) 
The above extract from The Holy Bible underscores the basic foundation of the 
concept of intertextuality. By its very nature, therefore, intertextuality queries the 
notion of originality of a literary text by establishing the relationship between a text 
and other texts from which it originates, directly or indirectly. 
The term, intertextuality, was coined and first used by Julia Kristeva in 1966. 
As Abrams and Harpham explain, the term is used to  
signify the multiple ways in which any one literary text is in fact made 
up of other texts, by means of its open or covert citations and 
allusions, its repetitions and transformations of the formal and 
substantive features of earlier texts, or simply its unavoidable 
participation in the common stock of linguistic and literary 
conventions and procedures that are “always already” in place and 
constitute the discourses into which we are born. (“Text and Writing”)   
The foregoing remarks underscore the assumption in the field of intertextual 
studies which reinforces the postmodernist perception that no literary work is 
completely original, nor are they self-reliant. This perception is underscored by the 
fact that literary texts exist in relation to others since they derive their being from 
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existing literary forms and techniques. A literary text is therefore an intertext of 
another if it echoes, imitates, or is influenced directly or indirectly by an earlier text. 
The influence could be through imitation, quotation, allusion, translation, repetition/ 
reprint. In this case, an intertext may promote, advance, question, refute, or correct 
the ideas, concepts, sensibilities, and the style implicit in its precursor(s). The 
implication of the above contention is that intertextuality deflects attention away 
from the author to the text by paying particular attention to the influence of one text 
on another to undergird the postmodernist notion of “the death of the author”. 
 At this juncture, it is necessary to consider the theoretical theses of Jean-
Francois Lyotard and Jean Baudrillard from a gamut of postmodernist voices 
including those of Jacques Derrida, Michel Foucault, and Jacques Lacan, among 
others. The theoretical articulations of both Lyotard and Baudrillard are isolated for 
consideration here because they are, as Selden and Widdowson rightly posit, “the 
two major ‘narratives’ of what constitute postmodernism, and which other 
commentators concur with or refuse to varying degrees” (175). The study equally 
explores briefly the argument against postmodernism by some of its detractors whose 
views now form part of the larger body of postmodernist discourse. Notable figures 
among the anti-postmodernist scholars are the Marxists: Frederick Jameson, Terry 
Eagleton, Christopher Norris; and the scientists: Alan Sokal and Jean Bricmont.     
Jean-Francois Lyotard’s notion of the postmodern is that it is, first and 
foremost, a cultural phenomenon. In the introduction to his polemical book, The 
Postmodern Condition, Lyotard considers postmodernism as a term which is used to 
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designate “the state of our culture following the transformations… since the end of 
the nineteenth century… [of] science, literature and the arts” (xxiii). His idea of the 
postmodern is anti-foundational in outlook. The concept of anti-foundationalism is 
invoked here as a referent to the long held suspicion in some philosophical circles 
towards the notion of origins – a suspicion that would manifest its most extreme 
form in the Hegelian/ Nietzschean notion of “the death of God”. Lyotard’s anti-
foundationalism does not appear to be contesting or disputing the existence of God in 
this explicit form. Rather, as articulated in his seminal work referred to above, 
postmodernism engages in a disputation with long held notions of “authority, 
received wisdom, cultural and political norms… [and] the validity of the foundations 
of discourse”. (Sim 3) 
Lyotard posits that discourse embodies all forms of knowledge – narrative 
and scientific – and knowledge itself is dynamic since it is “altered as societies enter 
what is known as the postindustrial age and cultures enter what is known as the 
postmodern age” (3). The dynamic nature of knowledge would therefore fuel a 
negative attitude towards certain foundations of knowledge such as modernism, 
Marxism, science, and the Enlightenment idea of progress which claim to possess 
universal authority and are thus not amenable to any form of transformation or 
change. These foundations of discourse are constitutive of what Lyotard would come 
to describe as grand/ meta-narratives. Christopher Butler’s insistence that “[t]hese 
metanarratives traditionally serve to give cultural practices some form of legitimation 
or authority” (13) does very little to save them from the growing suspicion such that, 
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by the late twentieth century, “they have lost all claim to authority” (Sim 262), and 
“no longer command credibility….” (Habib 248) 
The scepticism towards these metanarratives manifests itself in the outright 
rejection and repudiation by the Lyotardean school of postmodernist thought which 
sees postmodernism simply as “incredulity toward metanarratives” (xxiv). In an 
attempt to ensure that the quest for knowledge is not endangered with the rejection of 
grand narratives, Lyotard advocates that micro, little, or local narratives be instituted 
in place of the former “if we wish to stand up against authoritarianism”. (Sim 262)  
 Jean Baudrillard’s version of postmodernism is predicated on what he 
describes as “simulation”. In his analysis of modern culture and society, Baudrillard 
adopts a cynical approach by expressing the view that reality in the contemporary era 
has been subverted and replaced by images or codes of signification which he 
describes as “a procession of simulacra” (1). He believes that “the postmodern world 
is a world of simulacra, where we could no longer differentiate between reality and 
simulation. Simulacra represented nothing but themselves: there was no other reality 
to which they referred”. (Sim 11) 
 For Baudrillard, therefore, the postmodern world is a world governed by a 
system of signs. It is a world in which no sense of reality is left. He proposes the 
concept of hyperreality to explain that signs are more real than reality. In his words: 
[t]he real… is no longer really the real, because no imaginary 
envelops it anymore. It is a hyperreal, produced from a radiating 
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synthesis of combinatory models in a hyperspace without atmosphere. 
By crossing into a space whose curvature is no longer that of the real, 
nor that of truth, the era of simulation is inaugurated by a liquidation 
of all referentials…. It is no longer a question of imitation, nor 
duplication, nor even parody. It is a question of substituting the signs 
of the real for the real…. (2) 
Given the above view, Baudrillard goes on to postulate that Disneyland – a 
model of fantasy in the American imagination – and television, are now respectively 
constitutive of American reality, and that the Gulf War was only a media spectacle as 
it did not really happen. This particular conception of the postmodern has attracted 
some dissenting views to postmodernism, notable among which is Christopher Norris 
whose opinion is discussed below, along with those of Frederick Jameson, Terry 
Eagleton, Alan Sokal and Jean Bricmont. As the following illustrations show, some 
of the most intense arguments against postmodernism emanate from Marxists and 
scientists. This is not surprising considering the fact that Marxism and science are 
some of the grand narratives which postmodernism repudiates.  
Although Frederick Jameson is primarily a Marxist, he is now ironically 
acknowledged for his contributions to postmodernist discourse. His book titled 
Postmodernism, or the Cultural Logic of Late Capitalism is, in essence, the response 
of a typical Marxist to the views articulated by both Lyotard and Baudrillard who 
are, according to Selden and Widdowson, two of the most influential postmodern 
thinkers (185). Seeing that Marxism has come under severe criticism from 
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postmodernism, Jameson attempts to reverse the negative attitude towards it. His 
response to Lyotard’s conception of Marxism as a grand narrative which should be 
rejected is a critique of postmodernism which he describes as “the cultural logic of 
late capitalism”, to invoke the title of his book referred to above. What this implies is 
that, as far as Jameson is concerned, postmodernism shares an abiding relationship 
with capitalism and capitalism is, in the tradition of Marxist theory, something that 
should be done away with. 
Terry Eagleton is another Marxist scholar who has lent his voice to 
postmodernist discourse. Like Jameson, Eagleton is direct and unpretentious in his 
critique and denunciation of postmodernism, describing it as a mere “illusion”. Like 
Jameson and Eagleton, Christopher Norris is a Marxist scholar and, as a Marxist 
scholar, he does not have kind words for postmodernism. But unlike Jameson and 
Eagleton whose arguments are directed especially against the Lyotardean suspicion 
of metanarratives, Norris is especially provoked by the Baudrillardean conception of 
the postmodern in which reality is perceived to dissolve and implode into a series of 
images which are now said to constitute reality. This conception of the postmodern 
results in Baudrillard stating that the Gulf War is a media show (something like a 
video game) as it never really took place. In Norris’s view therefore, postmodernism 
is dismissed as an “uncritical theory”. In his book titled Uncritical Theory: 
Postmodernism, Intellectuals and the Gulf War, Norris simply refutes 
postmodernism’s conception of the world of signs, simulation and hyperreality for 
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the reason that Selden and Widdowson have given as the “irresponsible sophistry” 
(181) of such a world. 
Some of the most provocative arguments against postmodernism are those 
advanced by the scientists, Alan Sokal and Jean Bricmont. Like their Marxist 
counterparts, these scholars are evidently irritated by postmodernism for its 
scepticism and rejection of metanarratives which include science. In the introduction 
to their provocative work titled Fashionable Nonsense: Postmodern Intellectuals’ 
Abuse of Science, Sokal’s and Bricmont’s concern with this development is manifest. 
They lament what they consider to be the 
explicit rejection of the rationalist tradition of the Enlightenment, by 
theoretical discourses disconnected from any empirical test, and by a 
cognitive and cultural relativism that regards science as nothing more 
than a “narration”, a “myth” or a social construction among many 
others. (1) 
Furthermore, they are displeased by what they describe as postmodernism’s 
“abuse of science”. In their work mentioned above, Sokal and Bricmont make 
painstaking attempts at demonstrating that postmodern intellectuals such as Jacques 
Lacan, Julia Kristeva, Lucy Irrigary, Jean Baudrillard, and Gilles Deleuze “have 
repeatedly abused scientific concepts and terminology, either using scientific ideas 
totally out of context, without giving the slightest justification” (x). They argue that 
by using scientific concepts that they are least familiar with, postmodernist theorists 
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are seeking cheap erudition and this quest for cheap erudition lures them into the 
realms of vague and abstract intellection. In the light of this, they dismiss 
postmodernism as a “fashionable nonsense”. The use of the oxymoron, “fashionable 
nonsense”, by these scholars reveals the confusion and contradictions inherent in 
their views. In other words, although Sokal and Bricmont are opposed to 
postmodernism, the oxymoron clearly reveals that there is something “fashionable” 
or attractive in it and this attraction for the theory does not help their argument 
against it.    
Using the postmodernist theory earlier defined, this study examines 
contemporary Nigerian poetry by highlighting the distinctive thematic and stylistic 
tropes of the emerging poetic tradition. On the whole, the proposition is that just like 
the formalist, modernist, Marxist, feminist, structuralist, ecocritical, and postcolonial 
approaches, postmodernist literary theory can be successfully deployed and applied 
in the appreciation and evaluation of Nigerian poetry. 
In the next chapter, the postmodernist concept of intertextuality is examined 
in relation to contemporary Nigerian poetry with specific reference to Obu Udeozo’s 
collection of poems titled Cyclone.  
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CHAPTER THREE 
INTERTEXTUALITY IN CONTEMPORARY NIGERIAN POETRY: A 
CRITICAL APPRAISAL OF OBU UDEOZO’S CYCLONE 
3.1 Preamble 
 This chapter undertakes a postmodernist exploration of contemporary 
Nigerian poetry by focusing specifically on Obu Udeozo’s volume of poetry entitled 
Cyclone from an intertextual perspective. The chapter begins with a preamble which 
states its objective and format. Then it proceeds to examine the concept of 
intertextuality as a key component of postmodernist literary theory. In the process, 
the study isolates some of the main features of intertextuality such as reprint, 
allusion, and quotation, and uses these to provide a detailed discussion of Cyclone 
paying close attention to the way they enhance the poet’s vision and contribute to the 
postmodernist sensibility of his work. 
3.2 The Concept of Intertextuality 
 Like postmodernism itself and related theoretical categories, intertextuality is 
“a concept with a complex history” in the sense that it is characterised by “a plethora 
of definitions and redefinitions” (Allen 59). In spite of this complication, there seems 
to be a common ground on which the key theorists of the concept such as Julia 
Kristeva, Mikhail Bakhtin, and Roland Barthes agree. This study considers the views 
of these theorists before engaging the concept to analyse Obu Udeozo’s poetry 
collected in Cyclone. 
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The origin of intertextuality is located in the poststructuralist theorisings of 
Julia Kristeva and Roland Barthes. Similar to the larger postmodernist movement, 
intertextuality is anti-foundational in its repudiation of the notions of origins and 
originality. A common assumption in intertexuality is that nothing – in this context, 
no work of art – is completely original since it does not emanate from a void. This 
attack on the notion of origins predates postmodernism as it is projected by the 
Preacher who observes, several centuries before Christ, that “[t]he thing that hath 
been, it is that which shall be; and that which is done is that which shall be done; and 
there is no new thing under the sun” (Ecclesiastes 1:9). By problematising textual 
and authorial originality, intertextuality establishes the relationship among texts in 
their generic and thematic configurations, modes and manners of presentation, and 
use of language, concepts, and ideas. 
Although the idea behind it has been in existence since classical antiquity, 
intertextuality is a relatively recent phenomenon. The term was coined and first used 
by Julia Kristeva in 1966 in reference to the works of Ferdinand de Saussure and 
Mikhail Bakhtin. Kristeva repudiates intersubjectivity, defined as “the reading of a 
text… as a subject-to-subject exchange between author-source and reader-receiver” 
(Heath, “Intertextuality” 348), in favour of intertextuality, “the performance by 
author and reader of a multitude of writings that cross and interact on the site of the 
text” (Heath 348). For Kristeva, “the notion of intertextuality replaces that of 
intersubjectivity” (Moi 37). This is so because the meaning of a text is not 
transmitted directly from the author to the reader but is mediated and determined by 
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a series of “codes” which have been synthesised by both the writer and the reader 
from their previous encounters with other texts. In view of this, Kristeva defines 
intertextuality as a concept in which “any text is constructed as a mosaic of 
quotations; any text is the absorption and transformation of another. The notion of 
intertextuality replaces that of intersubjectivity, and poetic language is read as at least 
double” (Moi 37). This view is similar to the one expressed by Mikhail Bakhtin in 
his articulation of the concepts of dialogism, heteroglossia, and polyphonic voices or 
utterances. In Bakhtin’s view, utterances exist either in dialogic (double-voiced) or 
heteroglossic (multiple-voiced) forms as against a single, monologic voice. This is 
because the meaning and reception of an utterance are both conditioned and 
determined by previous utterances (Allen 19), and “all utterances are responses to 
previous utterances and are addressed to specific addressees”. (Allen 20)  
If intertextuality has crossed out the role of the author in the interpretation of 
any text, Roland Barthes is the proponent of that theorisation. Barthes queries the 
originality of the text and, by implication, of authorship, by insisting that each text is 
composed of a variety of writings. He stresses that introducing a variety of writings, 
none of which is original, into the space of a given text signals the “death of the 
author”. This is so because textual reading and reception are determined and 
mediated by the variety of writings or voices introduced rather than authorship. He 
posits that contrary to the traditional notion of authorship which deifies the author, in 
the new regime of textual analysis and reception, the author is no longer at the centre 
of the literary activity. In the light of this, Barthes states thus: 
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a text is not a line of words releasing a single ‘theological’ meaning 
(the message of the Author-God) but a multi-dimensional space in 
which a variety of writings, none of them original, blend and clash. 
The text is a tissue of quotations drawn from the innumerable centres 
of culture. (146) 
Julia Kristeva found these theoretical postulations relevant to her articulation of the 
concept of intertextuality.      
 Although intertextuality is a relatively recent concept, having evolved from 
twentieth century linguistics, its history can be traced from classical antiquity to 
contemporary times (Alfaro 269). Some of the earliest traces of intertextuality in 
classical literature include the Platonic dialogues and imitation. Through the dialogic 
device, Plato projects his philosophy and ideas through the voices of his characters, 
notably Socrates. Bakhtin built his theories of dialogism and heteroglossia on the 
plurality of voices evoked by the Platonic theses. Also, classical scholars like Plato 
and Aristotle believe that art exists as mimesis (imitation). To the classicists, every 
piece of literature is a copy of another which, in turn, is a copy of another. In 
Renaissance literature, works by a writer like Shakespeare show sufficient recourse 
to what Maria Jesus Martinez Alfaro describes as the “textual past” through 
quotations and allusions, devices now considered as features of intertextuality. 
Kristeva postulates that the text operates on two axes, namely: the horizontal 
and vertical axes. In her view, “[t]he word’s status is thus defined horizontally (the 
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word in the text belongs to both writing subject and addressee) as well as vertically 
(the word in the text is oriented towards an anterior or synchronic literary corpus)” 
(Moi 36-37). She states that the horizontal axis (subject-addressee) and vertical axis 
(text-context) “coincide, bringing to light an important fact: each word (text) is an 
intersection of word (texts) where at least one other word (text) can be read”. (Moi 
37) 
As Daniel Lea further explains, the horizontal axis of intertextuality 
“determines the relationship between the reader and the text whilst the vertical axis 
contains the complex set of relations of the text to other texts” (“Intertextuality”). 
This study is framed within the vertical axis since it is concerned with the relations 
among a set of interconnected texts. In this instance, the study examines the 
relationship between Obu Udeozo’s Cyclone and other texts using such intertextual 
tools as reprint, allusion, and quotation to show how other texts overtly or remotely 
influence the composition of Cyclone.  
3.3 Interrogating the “Mosaic of Quotations” and Other Intertextual Aesthetics in 
Cyclone 
 From its inception, Nigerian literature has imbibed various strands of 
intertextual aesthetics in its quest to reconstruct the experiences of the individual, the 
nation, and humanity generally. For instance, in the works of Amos Tutuola, Chinua 
Achebe, Ola Rotimi, Wole Soyinka, Flora Nwapa, Niyi Osundare, and Ezenwa-
Ohaeto, this intertextual strain lends itself out in the copious adaptation of the oral 
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resource in the configuration of individual and public experiences. In other words, a 
typical Nigerian, and by implication, African literary text of any genre is a space 
where the written and oral forms engage in a dialogic interaction with each other. 
Beyond this, and in a more specific context, Achebe’s Things Fall Apart is an 
intertext of colonialist literatures such as Joyce Cary’s Mister Johnson and Joseph 
Conrad’s Heart of Darkness in the way it deconstructs Eurocentric 
misrepresentations of African culture and modes of life. Also, his Things Fall Apart 
and No Longer at Ease, by respectively taking their titles from W. B. Yeats’s “The 
Second Coming” and T. S. Eliot’s “The Journey of the Maggi”, are intertextually 
implicated with their precursors. 
In another intertextual context, Moses Tsenongu’s Kwagh u Okonkwo, a 
translation of Achebe’s Things Fall Apart, is an intertext of the latter just in the same 
way that Tyohdzuah P. Akosu’s The Story of Adan-Wade is an intertext of Suemo 
Chia’s Tiv narrative, Adan-Wade Kohol Ga which it translates. Ola Rotimi’s The 
Gods Are Not to Blame is an intertextual adaptation of Sophocles’s King Oedipus 
since it re-enacts the story of the classical Greek text within an African milieu. 
Uwemedimo Enobong Iwoketok’s “Achahaudo” – an Ibibio short story, is an 
intertext of Cinderella. Wole Soyinka’s poem titled “Abiku”, J. P. Clark-
Bekederemo’s poem of the same title, Achebe’s Things Fall Apart, and Ben Okri’s 
The Famished Road are some of the texts engaged with the subject of “abiku” in 
African literature. These texts are therefore intertextually in a state of intercourse 
based on this thematic preoccupation. 
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In the study of African literature, intertextuality has been deployed by critics 
like Uzoechi Nwagbara and Ayo Kehinde to interrogate the African novel. Similarly, 
intertextual studies have been carried out in relation to African drama by critics like 
Henry Obi Ajumeze and Bode Ojoniyi. But in relation to African poetry, such claim 
must be made with caution because of the apparent lack of visibility of the 
intertextual exploration of the genre. It is on this note that this study undertakes an 
intertextual appraisal of Obu Udeozo’s collection of poems titled Cyclone. As the 
study demonstrates, there are sufficient evidences of intertextual elements such as 
reprint, allusion, and quotation in the text which confer a postmodernist status on it. 
3.3.1 Reprint 
As Barthes posits, “any text is an intertext; other texts are present in it” (qtd. 
in Nwagbara 2). Based on this assumption, the presence of poems (texts) selected 
from the previously published poetic works (texts) of a poet in the form of reprint 
becomes a noticeable intertextual trope in the new work (intertext). Thus, Udeozo’s 
Cyclone, as a (re)publication of poems selected from his earlier volumes, exemplifies 
this intertextual trope. In the introduction to Cyclone, Francis E. Ngwaba explains 
why a poet such as Obu Udeozo would select poems from his previously published 
texts for reprint in a new work: 
Udeozo’s present volume, Cyclone, is a harvest of harvests, an attempt 
to choose again from what had been previously chosen. The very fact 
of a second choice raises a question: what compels a poet to take a 
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critical look at his previous work and out of them select poems for a 
new volume? Each poet has a different reason for this undertaking but 
what is clear is that such a volume places in the hands of the reader a 
ready summary of the poet’s oeuvre. (xvi)  
One thing that can be deduced from this submission is that in Udeozo’s poetic 
practice, no other single text embodies or illustrates the poet’s worldview as much as 
Cyclone. In the light of this, the text can be regarded as the essential Obu Udeozo. 
This is one of the reasons which account for the significance of this collection in the 
corpus of Udeozo’s poetry. In addition, Cyclone is important because it is the 
collection which demonstrates Udeozo’s highest poetic achievements, a quality 
which enabled it to win the Pat Utomi Prize for Poetry in Nigeria in 2006. 
The significance of Cyclone is further illustrated by the fact that it 
summarises the poet’s creative journey from innocence to maturity in the way that A 
Decade of Tongues and Invoking the Warrior Spirit record J. P. Clark-Bekederemo’s 
and Tanure Ojaide’s poetic growths respectively. The main difference between 
Cyclone and the other selections is in the way the poems are arranged. As a poet 
driven by an immensely adventurous and innovative impulse, Udeozo’s arrangement 
of poems in Cyclone is clearly a deviation from the pattern laid down by the older 
poets. 
In A Decade of Tongues and Invoking the Warrior Spirit, Clark-Bekederemo 
and Ojaide respectively arrange poems selected from each of their earlier volumes 
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together, and in such a way that shows the creative growths of the poets from their 
earliest works to the more matured ones. In A Decade of Tongues, for instance, 
poems selected from the collection titled Poems are grouped together; those selected 
from A Reed in the Tides are grouped together; and those from Casualties are 
grouped together; while the new poems are grouped together. This is the pattern 
adopted by Ojaide in Invoking the Warrior Spirit. But in Udeozo’s Cyclone, we have 
a text which is a departure from this practice. By charting a different structural 
trajectory, Cyclone mixes poems selected from a previous text such as Excursions 
with poems selected from other previous texts like Stimulus and Other Poems, 
Palmwine, and Compassion under new subtitles which do not suggest any kind of 
relationship with, or acknowledge any of the previous texts just mentioned. Based on 
this antecedent, Cyclone emerges as an entirely different challenge in the sense that it 
forces the reader to read with greater care and attention in the search for order, 
chronology, and evolution of the poetic voice and vision. 
As a reprint of poems selected from previous texts, Cyclone is inevitably 
implicated in an intertextual dialogic discourse with its precursors within the 
Udeozoean poetic tradition. In it could be found an endorsement and a reiteration of 
the poet’s earlier views as well as the views expressed by other writers, artists, 
scientists, statesmen, and the holy prophets, on issues that are germane to life, 
society, and humanity generally. What this implies is that a reprinted selection from 
previously published works by a poet reveals not just the abiding concerns of the 
poet, but also those issues that hold especial appeal to him over an extended period 
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of time. Such issues which remain dear to Udeozo’s heart include those which border 
on the state, in fact, the fate of the society, the plight of the common man, the crises 
of (mis)governance, love, religion, morality, and many more. 
It is the abiding concern of the poet with these critical issues in the 
postcolonial state which explains the selection and reprint of poems like “National 
Anthem”, “Thief”, and “Theo’s Silence” from Excursions; “Telex”, “Yes Crucify 
Me”, “Stimulus”, “Perfect”, and “Wine” from Stimulus and Other Poems; 
“Bridegroom”, “They Ask Me Why”, “Brothers”, and “Ngene Ogwuge: The Sunrise 
of an Epic Poem” from Palmwine; “Agbaja: for My Mum”, “Dad: for Nweke 
Udeozo”, “Umeadu”, “Col. Adekunle Fajuyi”, “Catharsis: for Igbos”, and “Ikenga: 
for Philip Emeagwali” from Compassion. 
The three poems selected from Excursions, namely: “National Anthem”, 
“Thief”, “Theo’s Silence”; at least two from Palmwine: “They Ask Me Why”, 
“Brothers”; as well as “Agbaja: for My Mum”, “Dad: for Nweke Udeozo”, “Col. 
Adekunle Fajuyi”, and “Catharsis: for Igbos”, all selected from Compassion, deal 
with existential issues and those of national development. Such issues range from 
social to economic, political, and religious issues. For instance, “National Anthem” 
and “They Ask Me Why” provide sad commentaries on the poor economic condition 
of the Nigerian people. As Chinyelu Nzewi posits, Udeozo’s “National Anthem” is 
“probably a rewriting of our visionary and determination-oriented national anthem” 
(116). In view of this submission, the poem intertextually conflates with the Nigerian 
national anthem and Moses Terhemba Tsenongu’s poem titled “Nigeriana” in his 
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collection, Soliloquies (40). Udeozo’s “National Anthem” and Tsenongu’s 
“Nigeriana” respectively rewrite the Nigerian national anthem to reflect or capture 
contemporary realities in the country – realities which negate, repudiate, and openly 
mock the original national anthem and the vision of the founding fathers to build a 
nation “bound in freedom, peace and unity”. 
As a commentary on the poor social and economic condition of the citizens of 
postcolonial Nigeria, the poem, “National Anthem”, provides a stern critique of the 
continuous devaluation of the naira (Nigerian currency) and the corresponding 
increase in the cost of living:  
NEWS of latest hikes in living costs, 
trigger heartbeats of firing squads within us 
……………………………………… 
in these times 
 our Naira marches to markets as Brigadier 
 but returns as corporal 
 with mud on his face, crawling and undressed. (141) 
The implication of this scenario is that it irrigates hardship among the people and 
amputates any chance they may have to aspire for a decent life. 
Similarly, the poem, “They Ask Me Why”, dramatises the predicaments of 
the underprivileged masses on whose shoulders lies the burden of providing 
explanation for their precarious socio-economic condition as if they became poor as 
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an act of will. In a scenario that could be described as a simulacrum of the larger 
condition typical of the average Nigerian, the persona’s children demand to know the 
reasons for the wide disparity between the privileged and underprivileged members 
of the society. They ask why  
Alhaji scoops wine 
with calabash 
sprinkles perfume on foot mats, 
and we dream of singlets 
on our backs in the backyard. (128) 
While the rich live in daily ostentation as symbolised by Alhaji scooping 
wine with calabash and sprinkling perfume on foot mats, the poor can only dream of 
wearing singlets since the reality of having their nakedness covered is far-fetched. 
This view of life – that is, access to the basic sources of comfort – as a mere dream 
and illusion in contemporary Nigeria is succinctly amplified by the following line 
from the poem, “Maj. Gen. J. T. U. Aguiyi Ironsi”, which says: “- we drink pipe-
borne water in dreams alone”. (47)     
“Catharsis: for Igbos” is one of the poems reproduced from Compassion 
which is deliberately political and social in outlook. This poem paints a gory picture 
of the genocide perpetrated against the Igbo ethnic group in the months leading up to 
the Nigerian civil war. In a threnodic tone, the poem laments the tragic fate that 
befell the Igbo people as a result of political and ethnic conflicts in Nigeria: 
80 
 
 after our submission  
 to automatic slaughter, 
 after Ironsi, Onwuatuegwu, Kalu Ezera, Nzeogwu, 
 Christopher Okigbo… 
 after decades of Igbo massacre 
  their anger glows 
   their anger grows 
    their anger 
     sharpens at sunrise 
     their revenge is aflame…. (103) 
“Stimulus”, “Yes Crucify Me”, and “Telex”, are among the poems taken 
from Stimulus and Other Poems which are inspired directly or indirectly by love as 
leitmotif. In the preface to “Stimulus”, the poet reveals that the poem is inspired by 
the “extraordinariness of passion versus the imperative of self control. It is the 
existential challenge of unlimited romance against the life of righteousness” (255). 
Based on this premise, “Stimulus” becomes a celebration of feminine beauty, human 
passion, romance, and love while maintaining a position of moral and spiritual 
probity. The subject of admiration and eulogy in the poem is a woman called Fatima 
whose “beauty is a wasp / that stings joy in all hearts”. (257) 
As Chinyere Nwahunanya observes, “Udeozo can be emotionally absorbed 
and deeply expressive when writing about love themes” (158). This assertion is true 
especially when his use of superlative and metaphoric terms to describe his subjects 
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is taken into consideration. In “Stimulus”, for instance, the poet provides snapshots 
of Fatima’s rich physical and feminine endowments from the sound of her voice to 
the looks of her eyes, the shape of her hips, and the size of her breasts. The poet 
expresses his admiration and deep emotional attachment to Fatima in sweeping 
verses as the one that goes thus: 
  Fatima’s silky stereophonic voice 
  and tranquilizing eyes lull you, 
  to a millennium of saccharine sleep 
  Bind me 
   Bind me 
  Her jelly, silo-bursting hips 
  and coast devouring breasts 
  impel desperate armies, marching 
  supplicant for her succour 
  ………………………………. 
  seeing you alone, seeing you – Fatima 
  propels one past ecstasy into trance. (258) 
Indeed, these bodily feminine endowments would naturally attract a host of 
suitors to Fatima, like butterflies to the nectar.  Since he is so “propelled past ecstasy 
into trance” at the sight of this extraordinary woman, the poet-persona eulogises 
further: 
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  Fatima, 
  Fatima, 
  endlessly locusts of males swarm 
  as if to Mecca summoned, 
  by the muezzin of your honey. (259) 
A careful reader of this poem would observe that the speaking voice is undoubtedly 
that of an Igbo christian and Fatima is apparently a northern muslim. The fact that an 
Igbo christian is in love with a northern muslim in this poem demonstrates the 
limitless possibilities of love and its capacity to break social, cultural, ethnic, and 
religious boundaries – boundaries which have threatened the soul of the nation since 
independence. Thus, the poem embodies the subtle but powerful message that love 
remains the key to the unity, peace, and progress of the nation.  
 A common denominator of most texts produced as selections from previous 
texts by a writer is the evident echo and reinforcement of, or as is less frequently the 
case, a demonstrable shift in the writer’s earlier position(s) on issues he has chosen to 
address. In Udeozo’s Cyclone, this argument is true and valid especially as the 
collection is partly borne out of the need to remind society of some of the things the 
poet has earlier said. This reminder becomes necessary as society has obviously not 
learnt her lessons and is therefore predisposed towards allowing the bitter history of 
the nation to repeat itself. In other words, society has not shown a hint of developing 
in the direction that would compel the poet to change his earlier social and political 
views. This accounts for the reprinting of many poems inspired by the socio-
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economic and political misadventure in the nation. Also, since love is a universal 
phenomenon and determines the depth of human bond and relationship as 
demonstrated in this text, the subject of love cannot be over-emphasised. Thus, 
writers continue to write and re-write those aspects of reality that they consider 
relevant to the furtherance of human life and society, and selecting and reprinting 
their earlier works is one way they accomplish this task as demonstrated in Udeozo’s 
Cyclone. 
3.3.2 Allusion 
Allusion is another intertextual device which defines the universe of 
Udeozo’s poetry in Cyclone, giving it a postmodernist outlook. Scholars such as 
Chris Baldick, J. A. Cuddon, M. H. Abrams and Geoffrey Galt Harpham agree that 
allusion is an indirect, implicit, or passing reference to a work of art, an event, a 
person, or a place. This literary device has emerged as an important hallmark of 
intertextuality. As Sola Balogun rightly observes, Udeozo makes “profuse use of 
biblical, historical, classical, and cultural allusions” which “make the poet an 
interesting writer to study” (31). Through this device, the poet is able to expand the 
range of his poetry. Francis Ngwaba points out in the introduction to Cyclone that 
Udeozo explores “traditional African lore, myths of Africa and other lands, sacred 
scriptures both Judeo-christian and oriental, classical literature and history, music, 
painting and contemporary African and world affairs”. (xvii)     
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In the poem entitled “Perfect”, there is indeed allusion to Judeo-christian 
beliefs in the poet’s echoing of the biblical narrative of creation in Genesis Chapter 
One. The poet acknowledges the mystery of the unseen God, His perfection and 
supremacy over the affairs of man who is made “from porridge of dust, water and 
air” (27). This view recalls and upholds the biblical narrative of the creation of man 
from a combination of dust and spirit (air). The poet also believes that apart from the 
fact that the existence of man “dazes our doubting minds”, it is one of the most 
salient proofs of the existence of God: “our reality alone / proves your DIVINE 
BEING” (27). The capitalisation of “divine being” in this extract is a graphological 
device employed by the poet to drive home the fact that God is the most important 
factor/ force in the affairs of man and in the entire universe. By invoking and 
endorsing the biblical narrative of human origins, essence, and the divinity and 
supremacy of God, the poet invariably repudiates Charles Darwin’s controversial 
theory of evolution which postulates that man evolves from lower animals – apes – 
to his present state of “homo sapiens”. 
In addition to the above, there are several other references to biblical 
characters and incidents in the collection, Cyclone. In this same poem, “Perfect”, 
there is a reference to “Abraham’s lamb / doomed for the slaughter” (24), and in 
“Instanta”, the poet likens himself to Isaac “whose neck was spared / the acrimony of 
the knife” (33).  These allusions invoke the memories of Isaac and the lamb who 
were both potential victims of Abraham’s “blood-thirsty” knife. Isaac was spared but 
the lamb satisfied “the acrimony of the knife”. The poet uses these allusions to 
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invoke the helplessness of Isaac and the lamb as metaphors of the helplessness of the 
Igbo people before their oppressors as well as the helplessness of humanity before 
God. 
In the poem titled “Maj. Gen. J. T. U. Aguiyi Ironsi”, there is also a biblical 
allusion to Pontius Pilate, the Roman governor who handed Jesus over to be crucified 
even after confirming His innocence: 
  Ironsi 
  at your name, your brothers run, 
  fresh Pilates 
  who scrape their palms 
  over your memory 
  Igbos wrap the future 
  in their palms to escape 
  your executors’ rapacious swords. (41) 
 The allusion to Pilate in the above extract is an intertextual device which 
clearly illustrates the cowardice of the Igbos whose first and only thought when 
General Aguiyi Ironsi was assassinated was how to escape the “rapacious swords” of 
the assassins. To underscore the poet’s distaste for the cowardice exhibited by the 
Igbos, he begins the poem with an intertextual extract from Shakespeare’s The Rape 
of Lucrece: “[a]nd extreme fear can neither fight nor fly / [b]ut coward-like with 
trembling terror die” (41). This intertextual extract implies that anyone who is too 
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fearful would neither be able to fight nor fly. In the final analysis, such fearful people 
die from the fear of fighting or flying rather than the actual fight or flight. 
This quotation sets the tone for the courageous manner in which General 
Ironsi bore the debacle which befell him. But more importantly, it queries the way he 
was left by his kinsmen to suffer all alone in the hands of his assailants. Thus, by 
their failure to defend Ironsi who became the “object of hate” (44), and was made to 
“gulp a private holocaust” (42) by his assailants, the poet demonstrates that his Igbo 
brothers are among the contemporary exemplars of what can now be described as 
“Pilatean cowardice”. The result of this lack of collective courage is captured by the 
poet with ire and threnody: 
  Ironsi 
  so the earth scattered on your head 
  the sun crashed into the swamp 
  and stars drank mud 
  when your flesh bore thunder 
  of acid and fire 
  worse than hell or Hitler’s rage 
  gulping a private holocaust down your throat 
  and your flesh grew boreholes 
  to drain the acidity of gun butts 
  the skull cracking cruelty of batons 
  your flesh grew boreholes 
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  to ventilate the bazaar of blood clots 
  cementing the marshland 
  and the globe trotting koboko 
  eating your Mountain 
  in strange howling of sudden hate 
in strange howling of hate. (42) 
There are also instances of historical allusions in Cyclone. This intertextual 
trope abounds in the poem, “Maj. Gen. J. T. U. Aguiyi Ironsi”, which is essentially 
inspired by history. In the process of painting a grim portrait of the ethno-political 
crises which eventually culminated in the Nigerian civil war, the poet-persona 
compares the predicaments of the Igbos to that of the  
native Indians 
that Western artillery 
compelled to 
spit upon their gods. (41) 
From available historical information, Red Indians are the original inhabitants 
of America, Australia, and some other places. However, due to colonial incursions 
and expansionist agenda, they were displaced and, as the poet reveals in the above 
verse, forced to “spit upon their gods”, these gods being the symbols of their identity, 
humanity, and culture. As the poet reflects on this historical event with the lens of 
contemporary developments in Nigeria and “across the globe”, he concludes that 
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Igbos have been “forced to spite upon their gods” (49) like the native American 
Indians and Australian Aborigines. Based on the above, the argument of this poem is 
that Igbo identity, humanity, and culture are not only under attack but are facing the 
threat of forced annihilation in contemporary Nigeria: 
  oblivion awaits us 
 on the obverse of the worm-hole…. 
 our genes, genealogy, 
  mother tongue 
 and daybreak 
  is extinction bound 
 -and they are not appeased 
  we owe their anger, 
   BLINDNESS…. (50) 
This threat is underscored by the “Asaba Solution” which, according to the 
poet-persona, is a symbol of Igbo hatred in Nigeria. The reference to “Asaba 
Solution” is therefore another intertextual allusion in Cyclone. What became known 
as “Asaba Solution” was described by the London Observer of January 21, 1968, as 
“the greatest single massacre… in the Ibo town of Asaba where 700 Ibo males were 
lined up and shot” (46). As the poet-persona posits, this mass murder is not only 
limited to Asaba anymore, it 
 trails us from churches to Sandhurst 
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 a tribe’s throat 
 swoons 
   before the insanity of cannons 
   Amen was fried on our tongues…. (46) 
Apart from the above, there are some instances of cultural allusions in 
Cyclone. Cultural allusions are references to aspects of the native culture and 
tradition of a people. The use of cultural allusion is a popular textual strategy among 
African writers from Achebe to Ngugi, p’Bitek, Anyidoho, and Osundare, among 
others. In Cyclone, Udeozo makes references to some aspects of Igbo traditional 
culture through the use of proverbs, myths, and pun. 
In the poem titled “Maj. Gen. J. T. U. Aguiyi Ironsi”, we have the proverb: 
“the goat knows its fodder / the leopard on its trail” (50). The use of “fodder” which 
refers to livestock feed in this proverb is not entirely appropriate. A more appropriate 
word for fodder is “pen” – a place where livestock are kept. Thus, the proverb reads 
better as: “the goat knows its pen / the leopard on its trail”. This means that when a 
goat is hunted by a leopard, it returns to the safety of its pen. The poet-persona 
alludes to this proverb in an attempt to urge his Igbo kinsmen to return to their 
homeland if they must avoid further attacks and possible loss of their dignity, self-
worth, and humanity. He is making this call because Igbos, who are the proud “laser 
guides [of] the pathfinder to mars” (48) should not allow themselves to be so 
dehumanised. The poet laments that they are the “brains that beat Bill Gates / by 
lending supercomputers / arteries, velocity and cerebellum” (48), but have now been 
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reduced to second class citizens at home and abroad. According to the poet, his 
people now 
 witness their seedlings 
 swallowed by gutters across the globe 
 forced to spit upon their gods… 
 Your offspring are gwonjo hawkers worldwide 
 delinquency devours 
 the genius of your folks…. (49) 
In “Torso”, the poet-persona deploys the proverb, “little strokes fell great 
oaks” (94) to stress the necessity for collective action among his people. He believes 
that harnessing their feeble individual efforts into a collective whole is the panacea 
for the persistent “communal ache” of the Igbo nation. The following verse throws 
more light on the argument advanced by the allusion to this proverb: 
 Except via the gunpowder 
 of common sense 
 crystallized by your commonwealth 
 how else can you 
 escape 
 the communal ache 
 of a trilingual hegemony 
 in your bedrooms. (94) 
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If these are the only proverbs in Cyclone, it would be an exaggeration to say 
that the collection is rich in aphorisms. To this end, the other proverbs in the 
collection are highlighted here. In the poem titled, “Torso”, we have this saying: 
“once the rabbit / forgets its pen / it discovers / the alligator’s den” (96). The proverb 
spells the danger of fraternising with one’s enemies. In “The Cathedral”, the poet 
says, “if pretty soup / insists on getting sour / the dustbin’s welcome awaits it” (120). 
This means that no matter how good one may be at a particular thing, failure to 
maintain and improve oneself will make one irrelevant. Similarly, in “Silence: for 
Rover”, the poet uses a popular proverb: “how water ever / climbed into the coconut 
– puzzles” (138) to explain the mysteries of life generally. Finally, in “Throat”, the 
proverb: “the canary in a frying pan / brags of her oil supply” (285) is used to 
counsel readers on the necessity of acquiring wisdom. Indeed, the acquisition of 
wisdom would enable one to avoid needless mistakes which could have disastrous 
consequences. 
 The poet also makes references to aspects of traditional folktales in Cyclone. 
Instances of such allusions are found in the poems, “Dad: for Nweke Udeozo” and 
“Ofo: for Chike Obi”. The poem, “Dad: for Nweke Udeozo”, begins with a 
celebration of the poet’s father’s compassion which saved him when he fell “from 
the iroko’s roof”. In doing so, the poet-persona draws an analogy from the popular 
oral narrative which explains how the wily tortoise acquired its cracked shell: 
  from the iroko’s roof 
  I fell, 
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  but your compassion 
  spared me the fate 
  of the tortoise’s lacerated shell. (170) 
In the same vein, in “Ofo: for Chike Obi”, the poet invokes the myth of 
Amalinze in Igbo cosmology. In Igbo folklore, Amalinze is a famous wrestler who is 
undefeated by man and spirit. Due to his extraordinary wrestling prowess, Achebe 
reveals that Amalinze is popularly regarded as “the cat” – one who is invincible (1). 
Obu Udeozo invokes the same mythical figure as a metaphor of superlative Igbo 
strength, especially in his tribute to distinguished Igbo personalities who have 
achieved unparalleled successes in their chosen fields of endeavours: 
  and decades later 
  Philip Emeagwali, 
  another pilgrim from your bloodline 
  sits astride the shrine of science 
  your folk’s Amalinze feats 
  of subduing the iroko’s crest 
  with bare hands! (182) 
Finally, there are references to Ayaka, a “night masquerade of the Igbos 
possessing some mystical powers” (89), and atilogwu, an Igbo dancing troupe (34), 
which all exemplify the rich cultural heritage of the Igbo people of Nigeria. In 
addition, the poet makes use of pun in “Agbaja: for My Mum”. Pun is defined by 
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Margaret Drabble as “a play on words, depending on similarity of sound and 
difference in meaning” (“Pun”). Although punning is not peculiar to traditional 
literature, it is, along with what is called tongue-twister, known and recognised as an 
integral part of rural folk repertoire. Pun is used mostly as a tool for both humorous 
and serious effects. In “Agbaja: for My Mum”, the poet uses the following pun, not 
just as a form of word play, but as a statement which stresses the fact that his people 
are major stakeholders in the nation: 
 no minefields, artillery fire or enemies… 
 we saw those who saw those who saw them 
 and who now see us and know that we know 
 that we are all dwellers in this oasis of peace. (166) 
 Another form of allusion that is common in Cyclone is literary allusion. A 
literary allusion is any kind of reference to a writer, a literary work, or a character in 
a work of literature. It can also imply the treatment of a subject matter or technique 
that has earlier been projected in another work. This trend is common among writers 
all over the world. Thus, in Cyclone, there are several instances of allusions to other 
literary works. As discussed earlier, the fact that this collection is a reprint of poems 
selected from previously published works of the poet shows that it invariably alludes 
to those previous works. 
Furthermore, it appears that the poem, “Jerusalem”, borrows the phrase: 
“conspiracy of silence” (34) from Chukwuemeka Ike’s novel of that title. The poet 
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deploys the expression apparently to explain the utter incapacity and helplessness of 
the elements of nature before God:  
  seduced at last, 
  by His splendour 
  ancient mountains and 
    stubborn rocks 
   surrender their conspiracy 
    of silence 
  stars and trees, clouds 
  and desert sands 
   in resplendence 
  offer rainbow serenades 
   extolling our incandescent King. (34-35) 
 Similarly, the poet borrows the expressions: “beware all soul brothers” (209 
and 213) and “solid personal achievements” (86) from Achebe’s collection of poems 
titled Beware Soul Brothers and his novel, Things Fall Apart respectively. While 
Udeozo uses “beware all soul brothers”  to warn humanity not to give up easily in the 
face of challenges and the quest for advancement and higher success, “solid personal 
achievements” is echoed to underscore the proverbial Igbo industry – a disposition 
amply embodied and exemplified by Achebe’s protagonist, Okonkwo, in Things Fall 
Apart. 
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Apart from these borrowings which demonstrate the influence of writers like 
Ike and Achebe on Udeozo, there are other forms of literary allusions in Cyclone. 
The poem titled “Ugulu Ifite: for Wole Soyinka” makes a passing reference to 
Soyinka’s The Man Died (188). In the process of acknowledging Soyinka’s 
contributions as a writer and activist, the poet identifies The Man Died as one of the 
“fire fruits” Soyinka reaped from his struggles “for the fierce cost of truth” (188). 
This also shows the influence of Soyinka in the composition of the poem. Finally, the 
intertextual extract from Shakespeare’s The Rape of Lucrece earlier referred to: 
“[a]nd extreme fear can neither fight nor fly / [b]ut coward-like with trembling terror 
die” (41) is one of the instances of literary allusions in Cyclone.  
3.3.3 Quotation 
 As if bearing in mind Kristeva’s conception of intertextuality as a “mosaic of 
quotations” and Barthes’ perception of the concept as a “tissue of quotations”, 
Udeozo’s Cyclone relies heavily on quotation as an aesthetic device. Udeozo uses 
this device to bring to the fore his familiarity and indebtedness to the works and 
sayings of several statesmen, writers, artists, scientists, and the scripture. The 
collection is thus crowded with words lifted directly from Shakespeare, Leonardo Da 
Vinci, Okigbo, Edgar, Stephen Crane, Andrew Wyeth, Nweke Udeozo’s diary, the 
oral tradition, and above all, the Bible. For example, the extract from Shakespeare’s 
The Rape of Lucrece: “[a]nd extreme fear can neither fight nor fly / [b]ut coward-like 
with trembling terror die” (41) is not only an allusion; it is a typical illustration of 
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intertextual quotation which the poet uses to set the threnodic tone for his poem titled 
“Maj. Gen. J. T. U. Aguiyi Ironsi”. 
 In the poem, “Right Hand”, the poet admonishes his Igbo brothers not to 
exploit the less privileged among them in the name of tribe, trade, or business. He 
does this by relying on a powerful allegorical statement from Leonardo Da Vinci 
which, according to him, has been ignored by the people in their blind quest for 
profit. This is graphically captured as follows: 
  But now, you employ shovels 
  to tear your brother’s flesh apart for profit 
  now you use bayonets 
  to harvest the widow’s crop 
  and smash the orphan’s lamp 
  by your genius 
  in combing every cell of the city 
  with greed in trade. 
 
  You forsake Da Vinci’s counsel: 
  “wood nourishes the fire that consumes it”. (84) 
The underlying impulse of the above extract is that if the people continue to 
exploit the poor, they are, like wood, feeding the fire that will eventually consume 
them. In the light of this, the poet admonishes his people to eschew cheating, 
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dishonesty, and falsehood, and return to God and the ancient creeds of honesty, truth, 
and love as the panacea for their survival in a nation that has become an 
“amalgamation of treachery”: 
  but when you listen 
  to your kolanut and the cross 
  and share your mythic success 
  like a glass of love 
  with every face of earth 
  which nourishes your sweat 
  yours will be the sunshine 
  which no amalgamation of treachery will ever scratch. (85) 
 Having admitted, in an interview with this researcher, that Okigbo exerts the 
highest degree of influence on his creative consciousness, it is not surprising to find 
echoes of Okigbo’s works in Udeozo’s Cyclone. These echoes come mainly in the 
form of direct quotations of lines of Okigbo’s verse. In the poem, “Torso”, the line, 
“[a]nd he said to the ram: Disarm” (98) is lifted from Okigbo’s “Initiation”, the 
second sequence of the series of poems titled “Heavensgate”. It is however not clear 
what Udeozo is making out of this expression because it remains as obscure in his 
usage as it is in the original, Okigboean context. The only explanation that can be 
advanced for its invocation by Udeozo is his fanatical fascination and liking for 
Okigbo’s verse. 
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Similarly, in the poem, “Stimulus”, Udeozo invokes the image of the “he-
goat-on-heat” from Okigbo’s poem, “Siren Limits”. This image is a figurative device 
which reinforces the extent to which the poet-persona desires intimacy with his lover. 
In this connection, the extent to which Udeozo’s persona desires intimacy with 
Fatima, his lover, is comparable to that to which Okigbo’s persona seeks reunion 
with Idoto, the water goddess. In “Divine Cup of Wrath”, the fifth sequence of the 
poem, “Agbaja: for My Mum”, there is a more detailed citation from one of 
Okigbo’s political poems titled “Come Thunder”. Udeozo openly acknowledges 
Okigbo by writing thus: 
 and Okigbo said: 
 “The drowsy heads of pods in barren farmlands witness 
it, 
 The homesteads abandoned in this century’s brush fire witness 
it: 
  The myriad eyes of deserted corn cobs in burning barns witness 
         it: ....” (161) 
Although the verse is not italicised in the original Okigboean context, Udeozo 
decides to impose this graphological device on it to give it some measure of 
prominence, not just as a borrowed text but as a significant contributor to the overall 
thrust of the poem. Udeozo’s “Divine Cup of Wrath”, like Okigbo’s “Come 
Thunder”, is a poem concerned with the political predicaments of the nation. Each of 
these poems points, from different angles, to the crises of the civil war. Okigbo’s 
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poem discusses the events that precipitated the war while Udeozo’s work simply 
highlights the horrific consequences of the war. Thus, each of the poets finds a 
justification to invoke the images of “the drowsy heads of pods”, “the homesteads 
abandoned”, and “the myriad eyes of deserted corn cobs” as witnesses to the gory 
realities shortly before and long after the Nigerian civil war. By supplying such 
terms, concepts, and ideas by which the contemporary nation can be assessed, 
Okigbo continues to influence the thoughts and creativity of younger African poets 
such as Obu Udeozo. 
A further look at Udeozo’s poetry on the civil war reveals that the poet 
searches for information from every available sources including the personal diary of 
his own father, Nweke Udeozo. To this end, the poet quotes profusely from his 
father’s diary the names of some of the casualties of the 1966 massacre in Vom, 
Plateau State, and its environs: 
 ignore the fallacy 
 of holocaust fatigue 
after Ironsi, Onwuatuegwu, Nzeogwu, Christopher Okigbo… Gabriel 
Okoh, Theopilus C. Okeke, Daniel Nwaefulu, Rowland Nwangene, 
James Osimene, J. Nwachukwu of St. Andrews Primary School, 
Chukwu of St. Joseph’s Primary School, S. I. Ikenwe, Richard 
Onyemah, M. C. Ogalue, William Nwabueze, J. Nwokolo, Jonathan 
Chukwueke, Okoye Ibekwe, Mathew Amakuru, James Obinna, 
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“Mallam” Isaac of NEPA fame, et al. All are the casualties of 1966 
pogrom in Vom environs alone in Plateau State, Nigeria. (105) 
This register of casualties is followed by a footnote which explains the source 
of the data as the “fragile diary of one witness, Nweke Udeozo – the poet’s dad”. As 
the above quotation shows, the poem has lost its poeticity by dovetailing into the 
genre of prose. This blurring of generic boundaries is another aspect of 
postmodernist literature which this study takes a closer look at, in the next chapter. 
But it is important to mention here that the above quotation is the intertextual trope 
which conflates Cyclone and Nweke Udeozo’s diary. 
In a similar prosaic verse, “anya di kwa unu”, the sixth sequence of the poem, 
“Oji: for Batholomew Nnaji”, embodies a series of quotations. The poet freely quotes 
from people like Lord Kevin, Ernest Rutherford, Henry Morton, Hans Thirring, and 
Lee De Forest to show the doubts and pessimism which surrounded early scientific 
and technological inventions. The poet admits that, like every other aspect of human 
endeavours, the roots of scientific theories and developments “sparkle with failures, 
shame and hubris” (209). In other words, the beginnings of most of the great 
scientific and technological breakthroughs being enjoyed today are fraught with 
pessimism and failures as successes are not achieved without much sweat and bitter 
accounts of failures. This point is succinctly elaborated in these lines: 
 beware all soul brothers 
  in science 
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 from telescope to video phones 
 the cantilevers undergirding 
 your theories and laws 
 are not the saints you claim 
 the roots that sired you 
 sparkle with failures, shame and hubris 
  akin to all flesh. (209) 
The poet proceeds to quote from some of the people mentioned above to 
highlight their initial scepticism and doubts. At this point, the poet almost forgot he 
is writing a poem as his submission becomes entirely a piece of prose writing. This 
however does not subtract from the work as postmodernism – the theory within 
which Udeozo’s poetry is being read – has no regard for strict generic and aesthetic 
boundaries. It is needful to quote him at length here. Writing on scientific and 
technological innovations, the poet enthuses: 
 and as heuristics 
  of oracles 
 your pioneers exhaled: 
  “Heavier than air flying machines are impossible”. 
- Lord Kevin, President of the Royal Society 1890-5. 
 
And for a man who first conceived the idea of the atomic nucleus: 
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“The energy produced by breaking down of the atom is a very poor 
kind of thing. Anyone who looks for a source of power in the 
transformation of the atom is talking moonshine”. 
- Sir Ernest Rutherford 1923. 
 
On Thomas Edison’s invention of the light bulb: Henry Morton, 
President of the Stevenson Institute of Technology said: 
“Everyone acquainted with the subject will recognise it as a 
conspicuous failure”. 
 
On Lasers 
“In the early 1960s there was much talk on lasers; it was said that 
lasers were the death rays of science fiction… that the problems of 
destroying missiles in flight could be solved using an intense laser 
beam… All such speculations can, however, be dismissed as pure 
nonsense when a rigorous scientific analysis is applied to them”. 
- Professor Hans Thirring 1963. 
 
On space exploration 
“But to place a man in a multi-stage rocket and project him into the 
controlling gravitational field of the moon, where the passenger can 
make scientific observations, perhaps land alive, and then return to 
earth – all that constitutes a wild dream worthy of Jules Verne”. 
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- Lee De Forest, the ‘Father of electronics; quoted in 
Readers Digest, 1957’. (210-211) 
The footnote shows that these statements are extracted from The Book of Heroic 
Failures by Stephen Pile. By implication therefore, Udeozo’s Cyclone intertextually 
conflates with, and advances the arguments presented in Piles’s work. 
 If there is any single text which continues to exert a profound degree of 
influence on Udeozo’s work, it is the Bible. Uduma Kalu discerns this creative trait 
in Udeozo’s poetry in his apt submission that “God [is] the core of Udeozo’s craft” 
(8). In an interview with this researcher, the poet confirms the validity of Kalu’s 
thesis. He insists that his own work, like John Milton’s, is driven by the great need to 
“justify the ways of God to men”. He therefore takes the liberty to quote generously 
from the Scripture in his attempt to speak to humanity and redirect society towards 
the attainment of its goals and aspirations. For instance, the poem, “Maj. Gen. J. T. 
U. Aguiyi Ironsi”, ends with a long quotation titled “Anatomy: The Foundation 
Stone” from Romans 12:3-21. 
In brief, “Maj. Gen. J. T. U. Aguiyi Ironsi” is a grim chronicle of the tragic 
fate of the Igbo nation in the months before and during the Nigerian civil war. The 
poet recounts the horrors of those dark days as follows: 
  -dead Igbos 
  were dumped in decimals: 
  left femurs, three-quarter trunks, cracked clavicles, 
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  crushed girdles, limping ears, yanked genitals, 
  flying heads 
  precursors of the Gideon Akaluka arrogant show 
  unscratched cadavers 
   putrid and wet 
  mutilated bodies, babies, foetuses 
   which fanatical axes split 
  waves, upon waves, upon waves 
   of dead Igbos 
  saturated a season 
   and Nigeria’s soil was drunk 
  but these they labelled flies 
   void census and statistics 
     for their revenge is aflame…. (71) 
The above verse follows a list of over 320 names including the poet’s grandmother, 
Mankwocha Udeozo, who are among the victims of the “1966 pogrom and 1967 to 
1970 civil war”. The footnote states that the list “does not include children and 
adolescents, whose memories have curiously been swallowed by time”. (70) 
 The poet realises that his Igbo kinsmen would, as is natural to any man or 
group of people who have been wronged, seek opportunities for revenge. As a devout 
Christian, he obviously does not want that to happen. Realising his inability to 
prevent the Igbo people from seeking to take their pound of flesh, the poet assumes 
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the voice of the preacher by resorting to the Bible (Romans 12:3-21) as a tool for 
plea and persuasion: 
For by the grace given me I say to every one of you: Do not think of 
yourself more highly than you ought, but rather think of yourself with 
sober judgment, in accordance with the measure of faith God has 
given you…. Share with God's people who are in need. Practice 
hospitality. Bless those who persecute you; bless and do not curse…. 
Do not repay anyone evil for evil. Be careful to do what is right in the 
eyes of everybody. If it is possible, as far as it depends on you, live at 
peace with everyone. Do not take revenge, my friends, but leave room 
for God's wrath, for it is written: “It is mine to avenge; I will repay,” 
says the Lord. On the contrary: “If your enemy is hungry, feed him; if 
he is thirsty, give him something to drink. In doing this, you will heap 
burning coals on his head.” Do not be overcome by evil, but 
overcome evil with good. (76-77) 
As a corollary to the picture of the grim experiences of his Igbo people in 
their own country, the poet uses the above scriptural extract to preach the noble 
tenets of love, patience, respect, peace, and justice to his wounded and oppressed 
people. To him, “the foundation stone” to lasting victory, peace, justice, unity, and 
prosperity is a return to the Bible – the Word of God. In another poem titled “Right 
Hand”, this position is reinforced as illustrated by the verse below. It should be noted 
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that the verse includes a quotation from Romans 8:38-39 which professes an 
irreversible commitment to the ways of God. To the poet-persona, therefore, 
 … God fearing slavery 
 is safer than Christless wealth…. 
 
“neither death nor life, neither angels nor demons, neither the present 
nor the future, nor any powers, neither height nor depth, nor anything 
else in all creation, will be able to separate us from the love of God...” 
 
So reverse your culture to the righteous path 
by listening to your kolanut and the cross. (88) 
Besides the above, the poet also spares some thoughts for the oppressors of 
his people. He continues to use the Bible to speak by quoting from it to warn the 
oppressors of God’s impending judgement unless they desist from perpetrating acts 
of inhumanity against fellow men. Poems such as “Catharsis: for Igbos” and “Oji: for 
Batholomew Nnaji”, are suffused with quotations from Old Testament prophets like 
Isaiah, Amos, and Zechariah warning the oppressors of an imminent pay day. After 
recounting the genocide against his people in the poem, “Catharsis: for Igbos”, the 
poet warns the oppressors that, by their action, they have fully bargained for the 
wrath of God. He quotes from the Scriptures (Amos 1:11) to stress the inevitability 
of such an eventuality:  
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For the three sins of Edom, even for four, I will not turn back my 
wrath. Because he pursued his brother with a sword, stifling all 
compassion, because his anger raged continually and his fury flamed 
unchecked…. (104) 
In the biblical account, the people of Edom are the descendants of Esau, the 
twin brother of Jacob (Israel). Esau paid the price for his light-heartedness with his 
birthright and paternal blessing which he forfeited to Jacob. He could not forgive his 
brother for taking the birthright and paternal blessing. This disposition may have 
precipitated the perennial stretch of hatred the Edomites haboured towards the 
Israelites as exemplified by the above Scripture. The crisis between the two brothers 
finds a parallel in the Nigerian context where Igbos consider themselves as the 
“Israelites” who are persecuted by other tribes. The fact that the same verse of the 
Scripture is repeated on page 107 of Cyclone implies the seriousness with which the 
poet is applying himself to his conviction that vengeance belongs to God, and God 
will arise to execute judgement on the oppressors at the appropriate time. 
The analysis conducted so far shows that Obu Udeozo’s Cyclone exists 
within the body of postmodernist literature. This is so because the text embodies 
some of the salient elements of intertextuality which is itself a feature of 
postmodernism. The study adopts some of the basic devices of intertextuality, 
namely: reprint, allusion, and quotation to appraise the text. In this connection, the 
study argues that Cyclone is undeniably influenced by the poet’s own earlier works 
from which most of the poems are selected. The text is also influenced by the works 
108 
 
of other writers and scholars, the Igbo oral tradition, as well as the Holy Bible. Since 
intertextuality, a prominent feature of postmodernism, is central to the reading of 
Cyclone as demonstrated in this study, it is valid to say that the text is an exemplar of 
postmodernist Nigerian literature. 
In the next chapter, this study interrogates the postmodernist trend of blurring 
aesthetic boundaries with specific interest in Femi Abodunrin’s adaptation and 
transposition of the basic components of drama into the framework of his poetry.  
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CHAPTER FOUR 
ABROGATING AESTHETIC BOUNDARIES IN CONTEMPORARY 
NIGERIAN POETRY: A READING OF FEMI ABODUNRIN’S POETRY AS 
DRAMA 
4.1 Preamble  
This chapter undertakes a postmodernist assessment of contemporary 
Nigerian poetry by adopting the concept of abrogation to examine the fluid nature of 
the genre. The chapter begins with a preamble which uncovers its overall intents and 
format. Then the study proceeds with the conceptual premise which discusses some 
of the key concepts employed in the analysis such as abrogation and drama. It also 
establishes that the coalescence of categories such as poetry, drama, and prose in a 
literary text is a postmodernist innovation. The third part applies the concepts defined 
in the second part to illustrate the conflation of genres in a representative 
contemporary Nigerian poetic text, namely: Femi Abodunrin’s It Would Take Time: 
Conversation with Living Ancestors. Finally, the study posits that the fusion of 
categories in the text collapses and abrogates the traditional boundaries of the genres 
as advocated by postmodernism. 
4.2 Conceptual Premise 
In recent times, poetry has generally experienced a gradual and systematic 
shift in favour of a new performance paradigm which points to the postmodernist 
sensibilities of the genre. In this respect, the poetic genre has generally become ever 
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more performative in outlook. The implication of this is that the traditional notion of 
poetry, and those of prose, drama, and even orature as distinct art forms have come 
under serious scrutiny in contemporary times. This development facilitates the 
emergence of a new form of poetry rendition which Moses Tsenongu describes as 
“neo-performance”. As Tsenongu theorises, neo-performance is a form of poetry 
rendition “characterised by heavy performativity” because in it, “the boundaries of 
various genres and modes of the art are collapsing rapidly” (“Neo-Performance” 69). 
This is due essentially to the “radical cross-fertilisation of categories” (68) that it 
espouses.  
Since postmodernism strongly advocates the erasure of the traditional borders 
of discourse embodied in the distinctions among literary forms such as poetry, 
drama, prose, and orature, this cross-fertilisation of literary categories which 
necessitates the emergence of neo-performance becomes relevant to a postmodernist 
discourse such as the present study. With reference to Femi Abodunrin’s poetry 
collected under the title, It Would Take Time: Conversation with Living Ancestors, 
this study demonstrates that there is a radical fusion of literary categories in 
contemporary Nigerian poetry to the extent that the distinctions among poetry, 
drama, and prose have gradually disappeared.   
Indeed, the fusion and coalescence of categories in postmodernist literature is 
possible through a process that Bill Ashcroft, Gareth Griffiths, and Helen Tiffin 
describe as abrogation. According to them, abrogation is  
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the rejection by post-colonial writers of a normative concept of 
‘correct’ or ‘standard’ English used by certain classes or groups, and 
of the corresponding concepts of inferior ‘dialects’ or ‘marginal 
variants’. (“Abrogation”) 
The above definition is useful as it promotes an informed understanding of 
the notion of abrogation as the rejection of something that is “normative”, traditional, 
or conventional. This rejection of the normative, traditional, or conventional 
espoused by postcolonialism is shared by postmodernism. Going by this formulation, 
abrogation is employed in this study to signify postmodernists’ rejection of the 
traditional concept of literary genres or strict generic distinctions, and their 
consequent endeavour to redefine, revise, transform, and collapse the genres into one 
another, resulting in new artistic forms such as neo-performance. 
 What the foregoing discourse implies is the centrality of performance in the 
creation and reception of contemporary Nigerian poetry in particular and African 
poetry generally. This assumption is partly motivated by the view that African poets 
have made a return to the oral cadences of their various communities. In this 
connection, Robert Fraser observes that, through a contemporary African poet like 
Odia Ofeimun, “as through many of his contemporaries, the oral poets of Africa’s 
past seem to stir and sing again” (310). Although Fraser is not arguing from a 
deliberately postmodernist perspective, his submission however holds out a positive 
implication for a postmodernist discourse of contemporary African poetry as is the 
case in this study.  
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The implication of Fraser’s observation is that contemporary African poets 
give “voice” to the oral tradition by amplifying it through their writings and the 
performance of their writings. The significance of this development is that African 
poetry projects new forms of rendition which rely heavily on performative modes. 
This neo-performative trend is manifest in an emergent form of poetry rendition 
known as the spoken word (also known as slam poetry or stand-up poetry) with Dike 
Chukwumerije as one of its most visible and prominent practitioners. This spoken 
word artist performs on the stage before large audiences as well as on the television 
screen. 
 Furthermore, it should be noted that the performative texture of poetry in 
contemporary times transcends the landscapes of oral poetic performance; it has 
indeed crossed into the territories of the scripted word. Interestingly, this aspect of 
the revolution in poetry specifically and literature generally holds especial appeal to 
postmodernist thought. To this end, this study examines this new development, that 
is, the cross-fertilisation of genres in contemporary Nigerian poetry with specific 
reference to Femi Abodunrin’s It Would Take Time: Conversation with Living 
Ancestors. 
Critics and scholars of African literature like Kofi Anyidoho, Ezenwa-
Ohaeto, and Moses Tsenongu have all articulated the performance potentialities of 
the poetic genre in contemporary Africa. For instance, Anyidoho acknowledges the 
performative potentials of African poetry generally by categorising the performance 
of poetry by contemporary African poets into three different levels which include: 
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(1) dramatic reading; (2) the fusion of poetry, music, and action; and (3) total art 
(Olaniyan and Quayson 384). Anyidoho’s postulation succinctly confirms that 
African poetry has become more performance-oriented than ever. 
Although poetry has always expressed itself through the various levels 
highlighted by Anyidoho, this trend has not been as developed as it is now. Thus, the 
growing popularity of the performance of poetry in Africa over and above the 
traditional understanding of poetry as a written text connotes an evolving 
revolutionary development which requires a close critical exploration. This is what 
this study aims to accomplish at this point with specific reference to the poetry of 
Femi Abodunrin. 
 The practice of poetry reading or the transformation of poetry into total art 
which incorporates music, action, and other elements associated with drama has, in 
recent times, gained currency across the world. In Nigeria, this practice is enjoying 
some popularity for two obvious reasons. The first reason is the need to bring poetry 
closer to the public. Second, performance aesthetics have become ready tools for 
poetic engagements in Nigeria because poets like Wole Soyinka, J. P. Clark-
Bekederemo, Okinba Launko (Femi Osofisan), Niyi Osundare, Olu Obafemi, Esiaba 
Irobi, Fred Agbeyegbe, Denja Abdullahi, Hyginus Ekwuazi, and Sunday Ododo are 
also competent and successful dramatists. In addition, other poets like Tanure Ojaide, 
Odia Ofeimun, Ezenwa-Ohaeto, Remi Raji, Femi Abodunrin, and Akeem Lasisi who 
do not directly operate as dramatists still find ways to imbue their poems with the 
aesthetics of drama and performance. 
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The foregoing observation is therefore the informing impulse in this study to 
examine the aesthetics of drama and performance in contemporary Nigerian poetry 
with illustrations from Abodunrin’s poetry collected under the title, It Would Take 
Time: Conversation with Living Ancestors. The goal of such an enquiry is to 
demonstrate the preponderance of dramatic aesthetics in the text and consequently its 
conformity with the postmodernist repudiation of strict generic boundaries or 
distinctions.  
 Since this study at this point examines Abodunrin’s poetry as drama, it is 
imperative therefore to briefly consider the concept of drama. Drama is one of the 
three broad categories or genres of literature, along with prose and poetry. According 
to Abrams and Harpham, drama is a “form of composition designed for performance 
in the theatre, in which actors take the roles of the characters, perform the indicated 
actions, and utter the written dialogue” (“Drama”). The key components of drama 
identified by Aristotle include plot, character, thought, diction, music, and spectacle. 
(Nwabueze 69) 
Although drama and poetry are traditionally distinct categories of literature, 
they exist in a symbiotic relationship which is expressed by Johnson’s conception of 
drama as “a poem written for representation” (qtd. by Malcolm Bradbury, “Drama”). 
The relationship between drama and poetry is further suggested by Chris Baldick’s 
conception of dramatic poetry as “a category of verse composition for theatrical 
performance” (71). What these submissions presuppose is the possibility of 
composing a poem in the form of drama and performing or acting a poem before an 
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audience as if it is a dramatic script. These possibilities become more plausible and 
realistic in the light of the increasing appropriation of the basic components of drama 
into the framework of poetry as is the case in contemporary Nigerian poetry. 
Within the context of the above postulation, J. O. J. Nwachukwu-Agbada has 
this to say about Ezenwa-Ohaeto’s poetry: “[a]s a creative writer, Ezenwa-Ohaeto 
was essentially a poet. He infused drama into his poetic lines such that he could have 
been a dramatist if he chose[d]” (Ngozi Ezenwa-Ohaeto 7). Due to the manifestation 
of similar aesthetic sensibilities in Odia Ofeimun’s recent poetry, Effiok B. Uwatt 
can boldly speak of an “Odia Ofeimun’s dramaturgy” (“Odia Ofeimun’s Trilogy” 75) 
even though Ofeimun is not known to have published a play yet. What Ofeimun does 
is to compose his poems in such a way that they can easily be adapted for stage 
performance. These remarks are valid as they embody the quest for novelty, 
innovation, and radical experimentation which is itself a hallmark of postmodernism, 
in contemporary Nigerian poetry. 
The use of the dramatic mode by Nigerian poets is exemplified by Wole 
Soyinka’s “Telephone Conversation”, J. P. Clark-Bekederemo’s “Streamside 
Exchange”, Niyi Osundare’s “Olowo debates Talaka” in Songs of the Season, Remi 
Raji’s “Prologue” in Lovesong for My Wasteland, and entire volumes such as Odia 
Ofeimun’s trilogy of “poems for dance drama”: Under African Skies, A Feast of 
Return, and Nigeria the Beautiful, as well as Ifeoma Chinwuba’s African Romance, 
and Femi Abodunrin’s It Would Take Time: Conversation with Living Ancestors. 
This study demonstrates the authenticity of the above discourse by examining 
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Abodunrin’s use of the structure and basic components of drama such as character, 
dialogue, conflict, stage direction, acts and scenes, and chorus, to achieve poetic ends 
in It Would Take Time: Conversation with Living Ancestors.    
4.3 Poetry as Drama and Other Arts in It Would Take Time: Conversation with 
Living Ancestors 
  In the preface to It Would Take Time: Conversation with Living Ancestors, 
Femi Abodunrin points out that the history of Africa is characterised by an 
“unending presence of disorder and disorder” (9). He stresses that this seemingly 
permanent state of disorder on the continent is fuelled by “the transatlantic slave 
trade, fratricidal and internecine wars, colonialism, neo-colonialism and above all, 
the rush to modernise the ‘relative pseudo-scientific’ outlook of African cultures” 
(8). Since literature does not exist in a definable ideological vacuum but is situated 
within a socio-historical matrix, Abodunrin’s poetry foregrounds the grim socio-
historical developments of Africa within the fabric of its thematic schema. 
  Framed in the tradition of protest literature, It Would Take Time laments this 
undying presence of disorder, chaos, and anarchy in Africa. The volume is concerned 
with the challenges of a society in transition, a society caught in a permanent state of 
(un)becoming. Thus, the poet laments the passing of the people as a fall-out of the 
passing of their culture since culture is held to be not just a way of life but the very 
soul of a people. Therefore, whatever tampers with the culture inevitably tampers 
with the people. Taking a cue from Achebe’s Things Fall Apart, one can say that 
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culture is that “thing” which binds the people together and which, once tampered 
with, the pristine world of Umuofia fell apart. The significance of culture to human 
life and civilisation is confirmed by Abubakar Liman’s assertion that  
culture includes such things as religious practice, attitude, taste, 
choice and preferences. Of course, experts have always argued that 
the most significant distinction of what we called (sic) humanity is 
culture. Wherever they are concentrated in the world, human clusters 
always tend to make sense of their existence and place in the world as 
well through culture. (“The Economic Conundrum”) 
   Owing to the factors earlier distilled from the preface to It Would Take Time, 
Abodunrin believes that Africa’s arrested development and continuous romance with 
anarchy can only be reversed through an aggressive process of decolonisation, and 
this is what he attempts to achieve in the volume. To this end, the poet enthuses: 
It Would Take Time is engaged in what should be the simultaneous act 
of eliciting from history, mythology, and literature, for the benefit of 
both genuine aliens and alienated Africans, a continuing process of 
self-apprehension whose temporary dislocation appears to have 
persuaded many of its irrelevance…. (16-17) 
  Basic to Abodunrin’s quest for decolonisation is the mixing of languages and 
aesthetic forms in the text. Like many African writers who imbue their works with 
local languages as vehicles of decolonisation, Abodunrin makes profuse use of 
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Yoruba language and expressions in It Would Take Time. He mixes Yoruba and 
English which he claims is only a “tool with which a world has been textually 
constructed” (16). Apart from language, the poet also mixes literary genres in his 
poetry as advocated by postmodernism. He justifies this trend in his work by 
insisting, in the preface to the volume, that 
[a]t the level of experimentation with form – perhaps the primary 
objective of It Would Take Time is best realisable in terms of what 
Kancherla Indrasena Reddy has described in relation to Ngugi wa 
Thiong’o’s paradigmatic novel, Matigari – in the following way: 
“Although he has not tried his hand at poetry as a practicing poet 
does, his Matigari is an attempt to blur the boundaries between 
genres; and it does have provision for poetry too, of the orature brand, 
in the form of songs!” (16) 
It is obvious from this submission that It Would Take Time is Abodunrin’s 
attempt to accomplish with poetry what Ngugi accomplished with the novel by 
blurring the boundaries between genres. In this connection, he adapts and transposes 
elements of the dramatic mode within an essentially poetic framework to lament the 
endless state of disorder which defines the African experience. The possibility of 
such an engagement is further confirmed by Ademola O. Dasylva and Olutoyin B. 
Jegede who observe that later developments in dramatic poetry – a form of poetry 
that is traditionally written in dramatic monologues – “confirm the possibility of a 
dramatic verse having a dramatic situation in which characters engage in a dialogue” 
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(24). As a postmodernist analysis, this study is therefore interested in the way generic 
boundaries between poetry, drama, as well as prose and orature, are collapsed in 
Abodunrin’s work. To this end, the study explores the adaptation and transposition of 
drama, and to some extent, prose and orature, into the framework of Abodunrin’s 
poetry. 
  According to Sule E. Egya, contemporary Nigerian poetry is dialogic, given 
its tendency to “speak to other subjects”. He stresses that “recent Nigerian poetry… 
oversteps the limits of poetry-as/for-art… and institutes itself as an agency of 
subversive addressivity” (“Poetry as Dialogue” 75). He invokes the concept of 
addressivity to “draw attention to what one might see as the intention of the poet to 
orient her poem towards an addressee; the desire to speak to other subjects” (“Poetry 
as Dialogue” 75). Based on this assumption, Egya concludes that contemporary 
Nigerian poetry is a space where the poet is locked in a dialogic encounter with the 
readers. 
Egya’s thesis is relevant because it shows that poetry is as dialogic an art 
form as any of the other genres, having overcome the constraints imposed on it by its 
traditionally monologic form. This conviction is further informed by Egya’s 
insistence that “[a] complex network of voices, if closely examined, can be discerned 
in a lyric poem” (“Poetry as Dialogue” 82). The insight gleaned from Egya’s work is 
germane to this study in view of the need to explore the “dialogisation” of 
contemporary Nigerian poetry. In the context of this study, therefore, this 
dialogisation is achieved through the mixing of genres, especially the transposition of 
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the aesthetics of drama, and to a lesser extent, prose and orature, into the tapestry of 
poetry as exemplified by Abodunrin’s work. In furtherance of this assumption, it is 
necessary at this point to briefly highlight the cross-fertilisation of Abodunrin’s 
poetry with the narrative mode and folk tradition before focusing on the aesthetics of 
drama in the text. 
4.3.1 The Narrative Mode and Folk Tradition in It Would Take Time  
As a volume of poems, It Would Take Time is heavily influenced by the 
narrative mode and folk tradition. This is not surprising because as a contemporary 
postmodernist poet, Abodunrin belongs to the school of thought which believes in 
the poetics of accessibility. African poets who belong to this school of thought 
espouse and patronise simple, narrative, and innovative use of language that is 
heavily influenced by the oral tradition. The use of narrative style as a means to 
poetic ends is necessary in view of the need to communicate the burdens of the poet 
in a challenging society in which “being alive [is] a curse”. (Udeozo, Stimulus 142) 
In Abodunrin’s It Would Take Time, therefore, there is an instance of prose 
narrative camouflaging as a verse of poetry in Shobowale’s account of the 
circumstances surrounding the birth of Mosunmola in the second movement of part 
two titled “The drama of consolation I”. This essentially prosaic narrative is however 
given a poetic bent by skilful deployment of enjambment. The narrative verse is 
quoted here at length: 
  Mosunmola, child of my mother, I salute you. 
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You have always been mother’s celebration 
 
of victory – not the pyrrhic one you’re always 
on about – over stubborn continuities. 
 
‘Abami-Omo Paraku!’ Granddad wailed the moment 
he laid his ancient eyes upon your swaddling clothes. 
 
“Etutu meje ati agbara meje” would be necessary to hold 
back the powers of this child’s companions in the spirit world 
 
he prescribed without thinking: Father grinned, his 
school master’s grin, and Granddad was incensed. 
 
‘Listen to me young man’ – he cried, 
in that placid voice of his that used to 
unmask masquerades. Father soaked every ounce of the older man’s 
fierceness in his spectacled face without blinking. 
 
Mother played Sara and our father was Abram 
before the promise, but grandpa was scandalised! 
And me – where was I during this primordial struggle? 
I was a mere observer, an intermediary. (32-33) 
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The above verse is typically narrative in its measured simplicity and in the 
way it avoids the use of vague expressions and difficult images. The only exceptions 
to this are the two Yoruba expressions: ‘Abami-Omo Paraku!’ (line 5) which means 
“a very strange child indeed”; and “Etutu meje ati agbara meje” (line 7) which refers 
to a traditional form of propitiation and atonement “to hold / back the powers of this 
child’s companions in the spirit world”. Taken in the context of their usages, these 
Yoruba expressions are fitting as the event narrated is situated in a traditional, 
“primordial” milieu. Besides, both expressions are uttered by the persona’s 
grandfather who is not expected to be conversant with a foreign language like 
English during such a primordial period. By deploying this kind of narrative to 
construct his poetry, Abodunrin is closing the gap between prose and poetry as is the 
tradition of postmodernism. 
Beside the appropriation of the narrative mode, there are numerous instances 
of borrowings from the folk tradition in It Would Take Time. These include the use of 
proverbs, praise chants, abuse, and performance mode, among others. The 
deployment of folk tradition in the volume equally enriches the text and serves to 
bridge the gulf between oral and written poetry. For instance, some of the proverbs 
which the poet uses to accomplish these include the followings: “he that proves the 
dark origins of a matter / must of necessity confront its discursive bottom” (32); and 
“even if you all have as many Alaari [dyed red cotton] as your elders / can you have 
as much rags?” (34) 
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The fourth movement of the first section of It Would Take Time is a tribute 
cast in the form of traditional praise chants. The poet is obviously impressed by the 
impact of eminent civil rights activists and revolutionaries across the world who 
fought and died to liberate the world from all forms of inequality, discrimination, and 
injustice. He thus eulogises these activists and revolutionaries for their selfless 
sacrifices and for putting their lives in danger to make the world a better place. The 
poet pays tributes to these “insurgent analysts of this imperial age”, as he calls them, 
mentioning them each by name as if he is, in a traditional context, raising a praise 
chant in honour of his ancestors. Indeed, they are his ideological ancestors and 
“kinsmen” because these heroes lived such exemplary lives which the poet finds 
most admirable and worthy of emulation. By giving some of these heroes local 
Yoruba names and addressing them as his “kinsmen”, the poet is not merely 
identifying with them but is suggesting that they remain part of African history and 
experience till date. This is how the poem goes:    
 Insurgent analysts of this imperial age: 
 C L R James; 
  Amilcar Cabral; 
 Frantz Fanon; 
  Aime Cesaire; 
 Cheikh Anta Diop; 
  Walter Omowale Rodney; 
 Malik Yesufu El-Shabbaz; 
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  Martin Olumuyiwa Luther-King, Jr; 
 Rest-in-perfect-peace kinsmen 
 You have never demanded anyone’s praise 
  Even so I give mine freely! (29) 
The poet also makes use of abuse which equally derives from the oral 
tradition. This is common in the exchanges between Mosunmola and Shobowale 
most especially in the second part of the volume. In the verse quoted below, 
Shobowale responds to Mosunmola’s accusation of improper behaviour which has 
placed traditional African culture in danger of extinction. His response is full of ire 
and vituperation in a way that is reminiscent of the abuse tradition of oral poetry: 
 And Mosunmola, you and your generation of 
 fly-by-night-Abami(s) have forgotten a crucial fact 
 of existence – that I am Ewuro and you lot are just Irawe! 
 Don’t ask me how that came about, ‘cause I, Abiodun Arobiogun, 
  
Child of your mother, have dealt with these matters 
 long before your razor-sharp mouth could vomit ABD! 
 I can hear you coughing sniggeringly (and may you all 
forever suffer from Ikoofe!), as you spit 
the neologism of your generation of irreverent miscreants –. (33) 
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In addition to the above, Abodunrin’s work shows instances of performance 
in the manner of traditional folklore. One of such instances is the invocation of the 
memory of Mama-Kekere’s oral performances on moonlit nights. Mama-Kekere is a 
legendary oral performer who holds the community spell-bound with her 
performances on moonlit nights as the following verse exemplifies, in a mixture of 
English and Yoruba languages:   
  Listen, child of my mother, listen to Mama-Kekere’s voice 
  as she led us in the dance – not the macabre one! 
  on moonlit nights, when we celebrated the exploits 
      of the bird-king: 
   To fi wa dalaage’re O! 
    Agbere! 
   Are e ba mi ka lo 
    Agere 
   Ko tun wa do ni padepade pade! 
    Agere! 
   Pade owo, pade omo 
    Agere! 
   PA – PA – PA! 
    AGEREEEE! (26-27) 
Code mixing, which “involves the amalgam of two or more languages in a 
speech act […] is an instance of postmodernist poetics known as linguistic 
126 
 
eclecticism” (Ayo Kehinde 23-24). As seen in the above extract, this feature is a 
predominant stylistic trope of Abodunrin’s poetry. Also, the incoporation of Yoruba 
language invigorates Abodunrin’s poetry and imbues it with a distinct local flavour 
which enhances the poet’s quest for decolonisation. More importantly, the use of 
proverbial expressions, praise chants, abuse form, and performance mode in It Would 
Take Time as illustrated above does not only foreground the extensive presence of 
folklore in the text, but also contributes to the blurring of boundaries between the 
oral and written traditions of poetry. Furthermore, besides the use of prose narration 
and traditional folklore, the traditional notion of genres is brought under stern 
scrutiny in Abodunrin’s poetry by his recourse to the aesthetics of drama for poetic 
construction in consonance with the demands of postmodernism. This is the next 
focus of this study. 
4.3.2 Dramatic Aesthetics in It Would Take Time 
The concept and conception of the term, drama, in this study is not in the 
familiar sense of an event which is dramatic, eye-catching, or sensational; it is rather 
employed here simply within the context of drama as a literary form. To this extent, 
the study is focused on uncovering the aesthetics of drama decipherable in Femi 
Abodunrin’s poetry. The book, It Would Take Time: Conversation with Living 
Ancestors, is Abodunrin’s only known published volume of poetry till date although 
many of his poems have appeared in journals and anthologies across the world. The 
book is subdivided into four parts with each part consisting of a long poem or a 
series of poems interrelated by an overriding motif.  
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At least three of the four subdivisions of the text show, by their titles which 
are consistent with the title of the volume, the intention of the poet to make drama 
out of poetry or poetry out of drama. The first part is titled “It would take time”; the 
second part is titled “The drama of consolation I”; the third part is titled 
“Conversation with living ancestors”; while the fourth part is titled “The drama of 
consolation II”. The volume ends with an epilogue of eight units. Some of the major 
aesthetics of drama employed by the poet include dialogue, conflict, acts and scenes, 
stage direction, characters, and chorus. 
 Dialogue 
Before discussing It Would Take Time as a series of dialogues, it is necessary 
to state that the text is also characterised by occasional switch to monologic 
narration. One instance of the use of monologues in the volume is the first part titled 
“It would take time” which is narrated by Mosunmola. But the manner of narration 
makes prominent the presence of a listener who is understood to be Abiodun 
Arobiogun Shobowale, the narrator’s elder brother. In other words, although the 
poem is a monologue, it is clearly “orient[ed] towards an addressee”, as Egya puts it, 
by its constant reference to the listener through the phrase, “child of my mother”, 
which occurs throughout the book. 
“It would take time” is a long poem of five movements which set the tone of 
the discourse in the entire volume. Right from the beginning, the first persona, 
Mosunmola, by whose narrative the reader is introduced to the discourse that is to 
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follow, is unpretentious of her preference for the epic form which is part of 
traditional orature, over and above other forms of poetry such as the sonnet which is 
entirely a foreign mode. The choice of the epic form as the medium of discourse in 
the text arises from its flexibility which enhances the dialogic, and thus, the dramatic 
structure of the text. The quest for dialogicity/ dialogisation through the epic medium 
in It Would Take Time is encapsulated in the following verse: 
 So lets have the epic to be dialogic 
 we can jettison the iambic to confound the enemies of our race. 
 Let the sonnet receive our overwhelming contempt 
 if they must know that we understand its limitations! (24) 
To be dialogic is to employ a duality or multiplicity of voices to construct 
dialogue(s). By its simple definition, dialogue is “the verbal exchanges between the 
characters” (Jacobus 20). Maria Ajima and Sarah Shittu amplify this view by saying 
that dialogue is 
the speech of characters in any kind of narrative, story or play. 
Dialogue is very important in a play as what a character says tells us 
about his character. What other characters say about a particular 
character also reinforces what his nature is. It also reveals the 
motive(s) of the characters. The audience need to scrutinise or weigh 
dialogue to enable them judge a character rightly. (43) 
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Furthermore, Emeka Nwabueze posits that “[d]ramatic dialogue must be 
appropriate to the different characters in the play” (104). By this, he means that the 
speech a character utters in a play should reflect his/ her true social, educational, 
gender, religious, economic, and political status. In It Would Take Time, Abodunrin 
employs a series of dialogues to construct relevant socio-political and cultural 
discourses and also to imbue his poetry with a dramatic quality. An instance of such 
dialogic encounters which abound in the text is the conversation between Latosa (the 
manifestation of Esu-Elegbara) and Atunda (a primordial slave) in the second 
movement of part four which goes as follows: 
Latosa 
 (in severe pain) Atunda? 
Atunda 
 I am here my Lord! 
 Latosa 
 Atunda, the great one of primordial remembrance! 
 Atunda 
 May my Lord live forever! 
 Latosa 
 Atunda, father of knowledge! 
 Atunda 
 I answer not to my own glory, my Lord! 
 Latosa 
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 How many times did I call you, great one? 
 Atunda 
 THREE TIMES! Lapota! (66-67) 
The implication of this kind of radical cross-fertilisation of poetry and drama in 
Abodunrin’s work is that it crosses out the traditional boundaries of the genres and 
therefore imposes a distinct postmodernist hue on the volume. 
As the above assertion demonstrates, It Would Take Time is a volume of 
many voices in the form of multiple personae and characters. The monologic 
vituperations of the opening part end with the first persona setting the stage for the 
dialogic structure of the remaining part of the text. It is the first persona, Mosunmola, 
who invites the second persona, Shobowale, to add his voice to the discourse by 
presenting his masterpiece titled The Drama of Consolation as the following lines 
indicate: 
  But to convince you that these are no disturbed reveries 
  That I am no priest of cultic obduracists philosophising 
  on riddles, I shall make good my promise to be dialogic. 
  To convince this hypocritical hostile age that 
   
your creative oversights are genuine and that 
  my desire to conceive an epic that would take time 
  is not an idle indulgence, I would allow your voice – 
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  ancient and apocalyptic to be heard even at the risk of 
   
muffling my own. Shall we begin with your magnum opus: 
  The Drama of Consolation? It strikes me as a good point 
- elder brother, reflecting your obstinacy since mother 
conceived us as the Siamese twins we resemble 
but me doff my raffia hat for you master of rhetoric. (29-30) 
 Consequent to this invitation is the introduction of drama, The Drama of 
Consolation, into the structure of the work of poetry. The adoption of this 
metafictional approach which is itself a hallmark of postmodernism invariably 
enhances the dialogic framework of the text as it gives voice to a coterie of 
characters such as Latosa, Atunda, Morenike, Pariola, Batola, and Alasofunfun who 
all advance the discourse initiated at the beginning of the volume by the first persona. 
The second part of the text therefore begins with a brief response by the second 
persona, Shobowale, to the charges earlier established against him by the first 
persona, Mosunmola. From the fourth movement of part two onward, other 
aesthetics of drama built into the structure of the volume begin to emerge. 
 Conflict 
The reference to “the enemies of our race” by Mosunmola in the lines, “so 
lets have the epic to be dialogic / we can jettison the iambic to confound the enemies 
of our race” (24) reveals the tensions and conflicts that pervade the landscapes of 
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Abodunrin’s poetry as if it is a dramatic text. This conflict operates on different 
levels simultaneously. The first level is between Mosunmola and her brother, 
Shobowale, who is understood to be the chief custodian of native customs and 
tradition. She rebukes him for failing to preserve traditional culture. As a result of 
Shobowale’s silence or indifference to the blatant disregard and violation of native 
customs and tradition by imperial forces and their local collaborators, conflict ensues 
between him and Mosunmola who takes him to task as illustrated by the following 
verse: 
 But was the dance – the macabre dance, not initiated by you? 
 Now can you see what the toads of culture have done, 
 to consummate a pyrrhic victory you never quite condemned- 
  
what they’ve done to make cultural clash seem routine, and 
 neo-colonial angst seem irreverent? How can I adumberate 
 your effusive claim that you never partook in their 
 orgy of violence nor consented to be knighted by them 
 
- elder brother! soon to be remembered…! child of my mother 
when it was you who had the sensibility, mythic or mutilated 
to set the metaphysical boulder of our race on its course? (24) 
Shobowale will later deny keeping silence or being indifferent as charged by 
Mosunmola, through a series of rhetorical and vituperative outbursts as the one 
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earlier referred to, which is full of abusive expressions. Shobowale’s vehement 
denial of this charge is succinctly captured and summarised by the following 
rhetorical expression: “Who in his right mind would dethrone dialogue and replace it 
with silence?” (49) 
 As a text geared towards “the process of decolonisation” (Harawa 23), It 
Would Take Time is thematically influenced by the conflict of tradition and 
modernity, a subject of interest to African writers since Achebe’s Things Fall Apart. 
This conflict is evinced by the reference to “cultural clash” in Mosunmola’s outburst 
quoted above. Culture conflict is the expression and consequence of cultural, racial, 
economic, and political struggles that are characterised by “orgy of violence” 
executed by the colonising European powers against the colonised subjects. 
Ultimately, these struggles result in the suppression and systematic erasure of the 
culture and tradition of the colonised subjects in favour of those of the imperial 
powers which are instituted as the established order. 
To this end, European languages such as English, French, Portuguese, and 
Spanish remain the lingua franca in most parts of the world. The conflict of tradition 
and modernity and its after-effects are, in view of the foregoing, some of the primary 
and defining leitmotifs of Abodunrin’s work. Thus, like the works of Chinua Achebe, 
Christopher Okigbo, Flora Nwapa, and Niyi Osundare before him, the poetry of Femi 
Abodunrin contributes to the discourse of decolonisation since it is “borne-out-of … 
[the] agitation for self-discovery and freedom” (Harawa 1-2) from colonialism and 
its after-effects.  
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Also built into the fabric of Abodunrin’s poetry is the conflict between the 
rich and the poor which is highlighted by the suggested determination of the 
“Iscariots of our race” to “create [and multiply] the poor” in society by all means. 
The reference to Iscariot is an allusion to Judas Iscariot, one of the twelve disciples 
of Jesus Christ who, for the love of money, betrayed his Master. Like their 
treacherous ancestor, Judas, the “Iscariots of our race” – the privileged few – prefer 
the wealth and recognition of the imperial powers to the collective welfare of their 
societies. Therefore, they conspire with the colonisers to sabotage, frustrate, and 
derail the collective aspirations of the men and women who hold them in highest 
trust and confidence. This conflict is implied in the following lines: 
  but these Iscariots of our race shrieking dementedly: 
  ‘let us create the poor in our own image!’ 
  Imaginators of a world spurious, unreal and epileptic. (24) 
The expression, “let us create the poor in our own image”, in the above verse 
is a deliberate attempt by man to revise and repudiate God’s work as enunciated in 
the Holy Scriptures: 
And God said, “Let us make man in our image, after our likeness: and 
let them have dominion over the fish of the sea, and over the fowl of 
the air, and over the cattle, and over all the earth, and over every 
creeping thing that creepeth upon the earth”. (Genesis 1:26) 
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Since these men revise the divine order, they only impoverish and destroy the world 
as they become “[i]maginators of a world spurious, unreal and epileptic”. The 
various dimensions and levels of conflict explored above imbue It Would Take Time 
with a characteristically dramatic quality. 
 Acts and Scenes 
Some parts of It Would Take Time are composed in the form of acts and 
scenes to enhance the dramatic quality of the text. According to J. A. Cuddon, an act 
is “a major division in a play. Each act may have one or more scenes” (“Act”). 
Emeka Nwabueze corroborates this view by asserting that besides “[constituting] the 
major divisions in a play”, acts “mark out complete units of action which contribute 
effectively to the total action” (101). He states further that “[i]n traditional structure, 
the acts constitute the larger units of the play, while the scenes are the smaller units 
of the acts. Every scene has its own structural pattern, which sometimes constitute 
the rise and fall of the dramatic action”. (103) 
The use of acts and scenes for poetic effects is respectively exemplified by 
the fourth movement of part two and the second movement of part four of It Would 
Take Time. For instance, the fourth movement of part two illustrates the use of these 
dramatic features as follows: 
  Act One: Scene One 
  Simply called The Drama of Consolation or our Redeemers – 
  the first act of the play we are told: 
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Takes place at Igbo-Igbale, 
  a fearful forest in a Baluban society. 
  Igbo-Igbale is the enclave of the Baluban deity 
  Esu-Elegbara: enigmatic, intractable and 
  utterly incomprehensible. Esu symbolises 
  different things to different people. (36) 
A similar mode of expression is adopted in the second movement of part four 
in which the setting of the play is vividly described under “act one” as illustrated by 
the following extract: 
  Act One – The Past 
  The Primordial Act 
  (A market-place) 
   
(Oja-Oba or the king’s market 
is a centre of intense activities 
where fortunes are made and lost. 
 
If the Stock Exchange epitomises 
the highest attainment of a free market enterprises, 
Oja-Oba is its closest ally in a pastoral agrarian setting. 
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But unlike the Stock Exchange, 
no one is excluded because it is also the scene 
of intense politico-cultural and social activities. 
 
The dead, the living and the unborn co-habit at Oja-Oba. 
Let us say quite simply that it is the core of organic society – 
The king’s palace might be an enclosure adjacent to the Oja, 
but Oja-Oba is an open space and therein we find 
the grotesque, the ornate and the refined!). (62) 
What these illustrations bring to the fore is the undeniable existence of drama 
in Abodunrin’s poetry. Among the genres of literature, it is only drama that is 
traditionally written in acts and scenes. Furthermore, the references to “play” and 
“drama” in an essentially poetic context as exemplified by the first extract above 
show that the poet is consciously striving to construct poetry in the form of drama. In 
addition, the fact that each of the examples illustrated by the verses quoted above is 
similar to stage direction should be taken note of, especially as the poet also engages 
the dramatic tool of stage direction at some points in his poetry as explained below. 
 Stage Direction 
The use of stage direction is another feature of drama transposed into 
Abodunrin’s poetry. In other words, there is, in Abodunrin’s poetry, the use of stage 
direction as is obtainable in conventional drama. In a dramatic script, stage direction 
138 
 
provides information necessary for the understanding of the setting, atmosphere, 
characters, and action of the play. Nwabueze lends credence to this view and stresses 
the importance of stage direction when he contends that 
[m]odern playwrights use stage directions to create atmosphere and 
mood, describe the general background of the play, make comments 
on the play, and give a clear description of the characters. Stage 
directions, therefore, help the reader to feel the total impact of the 
play. They also help the director and the actors to realise the play as 
theatre. (106) 
In a performance context, stage direction may be provided by the narrator 
who brings certain details of the performance to the audience. In Abodunrin’s poetry, 
the above assertion is equally true and valid. However, unlike conventional drama in 
which the stage direction precedes the action or the scene, in Abodurin’s work, it is 
inserted into the body of the poem as typified by the fourth movement of the second 
part titled “The drama of consolation I”. In this specific instance, the stage direction 
occurs in the middle of a conversation among Batola, Morenike, and Pariola, as 
exemplified below: 
 Batola 
 (To the 2nd and 3rd Narrators) 
 Comrades, please go and bring 
 Before our guests, 
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 The oxymoronic celebrants of our glorious past! 
 
  (The forest lights up, 
depicting an atmosphere of brilliant sunshine. 
 
Enter a retinue of dancers, colourfully dressed. 
Prominent among them are Obas, 
Obis and Chiefs, Emirs, Zulu kings and warriors, 
Madinka and Gikuyu fighters, the Nupes and the Ibibios, 
the Yorubas and the Hausas, etc. etc. 
 
The royalty of each and the splendour 
of their courts portrayed by the number of their hangers-on! 
Bata drums, the Konga, dundun and gangan 
enact a rhythm of apocalyptic frenzy. 
 
As the dancers disperse, ushered by the narrators, 
the stage is prepared for the slower pace 
of the dirge in which 
the retinue of dancers return to participate. 
 
This is a dance of choice, 
of accusations and counter-accusations, 
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of abuses and curses, 
at the end of which the ‘congregation’ 
is divided over what path to follow. 
The symbols in the dance are three goats 
For whom the following song has been composed). (39)  
 A similar but shorter instance of stage direction also appears in the middle of 
the second movement of the fourth part titled “The drama of consolation II”. The 
verse which illustrates this feature of drama goes thus: 
  The 1st, 2nd, and 3rd narrators occupy prominent positions 
  among the audience from where they observe the primordial act.   
Enter Latosa, Alasofunfun and Atunda – 
  it is the late evening preceding a glorious dawn and 
  the activities of the transcendental beings span 
  the entire period before the market resumes its business 
 in buying and selling, including visitations from the dead! (62-63) 
 Characters 
The introduction of drama into Abodurin’s poetry means the introduction of 
characters because there can be no drama without characters. By definition, 
characters are  
the persons represented in a dramatic or narrative work, who are 
interpreted by the reader as possessing particular moral, intellectual, 
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and emotional qualities by inferences from what the persons say and 
their distinctive ways of saying it – the dialogue – and from what they 
do – the action”. (Abrams and Harpham, “Character and 
Characterization”) 
As a corollary to the above, part two, titled “The drama of consolation I”, is 
enacted by fictitious characters such as Batola, Morenike, and Pariola; while in part 
four, titled “The drama of consolation II”, these characters are joined by others like 
Atunda, Latosa, and Alasofunfun, with historical figures like Du Bois, Garvey, 
James, and Nkurmah all mentioned in the cast. In “The drama of consolation II” 
therefore, Abodunrin goes further to include a cast of characters in the manner of 
conventional drama as the following extract illustrates: 
  Cast 
  Latosa – manifestation of Esu-Elegbara 
  a carnivalesque-essence 
  often described as the trickster God 
  Alasofunfun – manifestation of Obatala 
  (God of creation) otherwise known as the White One 
  Atunda – Primordial slave 
  Batola – 1st Narrator 
  Morenike – 2nd Narrator 
  Pariola – 3rd Narrator 
  Iya Aburo – leader of the market-women 
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  Segilola, Motunde & Tinuola – 1st, 2nd & 3rd women 
  Chief Modawaye – Industrialist 
  Professor Oni – Social historian 
  Dr. Lasunkanmi – Lecturer 
  Du Bois – Historical personage 
  Garvey –           “        “ 
  James –             “        “ 
  Nkurmah –        “        “ 
  Slaves in the Middle-Passage 
  Dancers & Singers. (61-62) 
 Chorus 
The chorus is another aspect of drama which is copiously used in 
Abodunrin’s poetry. As postulated by Chris Baldick, chorus refers to “a group of 
singers distinct from the principal performers in a dramatic or musical performance; 
also the song or refrain that they sing” (39). Through their songs, the chorus reflects 
on, and comments on events in a dramatic performance. In It Would Take Time, the 
chorus is deployed in “Act One: Scene One” in the fourth movement of part two: 
“The drama of consolation I”, in a vernacular, that is, Yoruba exchanges between the 
lead singers and the chorus with the latter essentially echoing the former as partly 
illustrated thus: 
  Lead Singers:  Ewure meta lo nbe nile yin; 
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  Chorus:  Ewure meta lo nbe nile yin! 
  L. Singers:  Okan nfenu jeun bi Aja; 
  Chorus:  Okan nfenu jeun bi Aja! 
  L. Singers:  Okan now ijele bi Aguntan; 
  Chorus: Okan now ijele bi Aguntan! (39-40) 
The foregoing analysis of Femi Abodunrin’s volume of poems titled It Would 
Take Time: Conversation with Living Ancestors shows that the volume is essentially 
a cross-fertilisation of poetry, drama, prose, and the folk tradition as a result of the 
poet’s quest to experiment with form by repudiating and revising the conventional 
definitions of literary genres. Moreover, this revisioning of literary forms and 
categories becomes necessary as a vehicle of decolonisation. In the light of this, the 
poet shows the possibility of combining the genres in a single text by skilfully 
adapting and transposing prose, drama, and orature into the framework of his poetry 
in consonance with the tenets and tradition of postmodernist literary theory. 
Specifically, Abodunrin’s postmodernist, experimental technique is 
configured and brought to the fore through his resort to linguistic promiscuity, that is, 
code-mixing, and meta-poetics since it succeeds in introducing such literary forms as 
drama, prose, and orature into the framework of poetry. Beside the narrative mode 
and folklore, the components of drama deployed to blur and abrogate the boundaries 
of the genres in It Would Take Time include character, conflict, dialogue, stage 
direction, acts and scenes, as well as dance (26, 39), costumes (39), lighting (43, 78), 
drumming (39, 43), and rituals (40-43). All these add to the neo-performative 
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sensibilities of the text and inevitably confirm it as a piece of literature framed by the 
postmodernist aesthetic tradition. 
In the chapter that follows, the study is preoccupied with the use of the 
postmodernist concepts of irony and humour by contemporary Nigerian poets with 
illustrations drawn from Musa Idris Okpanachi’s The Eaters of the Living and Denja 
Abdullahi’s Mairogo: A Buffoon’s Poetic Journey around Northern Nigeria. 
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CHAPTER FIVE 
IRONY, HUMOUR, AND THE SOCIAL CONDITION IN THE POETRY OF 
MUSA IDRIS OKPANACHI AND DENJA ABDULLAHI 
5.1 Preamble 
This chapter explores the use of the postmodernist devices of irony and 
humour by contemporary Nigerian poets to assess the appalling social condition of 
their nation. The chapter begins with the preamble which states its intents and 
components. The conceptual premise defines the key terms such as irony, humour, 
and provides a brief highlight of the social condition which inspires contemporary 
Nigerian poetry. The third and fourth parts of the chapter respectively interrogate 
Musa Idris Okpanachi’s use of irony in The Eaters of the Living and Denja 
Abdullahi’s use of humour in Mairogo: A Buffon’s Poetic Journey around Northern 
Nigeria to critique the appalling social condition in their country.      
5.2 Conceptual Premise 
Ayo Kehinde states that postmodernist African writing is “deconstructing the 
popularly held notion that postmodernism and commitment are strange bedfellows” 
(10). In other words, since postmodernist African literature does not exist in a 
definable ideological void but is, like other forms of literature, socio-historically and 
culturally situated, it is inevitably committed to reflecting the complex tenor of life in 
the society from which it emanates. The issues of life and existence which 
postmodernism is concerned with encompass a whole range of social, political, 
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economic, historical, environmental, and cultural practices which include (in)justice, 
(im)morality, culture, gender, (mis)governance, love, war, and many others. With 
specific reference to the works of Joe Ushie, Aniashe Sylvanus Akpanke opines that 
the overwhelming preoccupation of the postmodernist Nigerian poet with these 
existential issues is manifest in  
the exposure of the myriad problematic issues of his time, which are 
exacerbated by corrupt and tyrannical military regimes that have 
perpetuated the subjugation of the poor. Thus, what runs through his 
poetry is a relentless engagement with Nigerian cultural, socio-
economic and political problems thereby weaving around it a 
functionalist attribute. (9) 
Unlike other creative and critical approaches, the distinctiveness of the 
postmodernist approach to literature and arts derives from its cynical approach to 
serious issues of life and existence which include war, disaster, leadership, 
corruption, and poverty. In portraying these serious issues bordering on individual 
and communal experiences, the postmodernist approach seeks to laugh off and 
ridicule human foibles, trivialise and criticise such issues through the use of irony, 
humour, jokes, and playful use of words. 
The above statement is not suggesting that irony and humour as technical 
tools are used exclusively by postmodernist writers. Although these devices have 
been part of creative literature since classical antiquity, the way and manner 
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postmodernist writers deploy them now makes a close and critical exploration 
inevitable. Irony and humour are considered as relevant aspects of postmodernism in 
the same way as they are features of satire. Therefore, postmodernist writers engage 
these tools sometimes to satirise and ridicule human follies and stupidity, but more 
importantly, to project, comment on, and critique serious issues of life including 
tragic ones. 
The density of irony and humour in postmodernist writings is manifest to the 
extent that these creative tools are now considered as belonging to a set of “new 
literary trends” (Hossain and Karim 177) which give postmodernism its peculiar 
bearings. Ramen Sharma and Preety Chaudhary succinctly corroborate this 
assumption by stressing that 
irony, along with black humour and the general concept of “play”… 
are among the most recognizable aspects of postmodernism. Though 
the idea of employing these in literature did not start with the 
postmodernists… they became central features in many postmodern 
works. (193) 
Owing to the prominence that irony and humour have assumed in 
postmodernist literary creativity, it appears that among contemporary writers across 
the world, only satirists rival postmodernists’ fascination and obsession with these 
aesthetic concepts. But unlike satire which, according to Gilbert Highet, is made up 
of “irony, paradox, antithesis, parody, colloquialism, anticlimax, topicality, 
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obscenity, violence, vividness, exaggeration” (18) and, of course, humour, 
postmodernism demonstrates its capacity to make singular use of either of irony, 
humour, or any of its other features, to great aesthetic effect. This is so to the degree 
that whole texts are commonly weaved around either of these aesthetic concepts. 
In view of the above assumption, this study interrogates the aesthetics of 
irony and humour in contemporary Nigerian poetry with particular emphasis on their 
usage to expose the appalling social conditions in the nation. The study focuses on 
the way Musa Idris Okpanachi and Denja Abdullahi, two representative 
contemporary poets in Nigeria, respectively employ these tools to make significant 
social and political statements in The Eaters of the Living and Mairogo: A Buffoon’s 
Poetic Journey around Northern Nigeria. At this point, it is necessary to briefly 
examine the concepts of irony and humour since they are central to the reading of 
contemporary Nigerian poetry within the purview of postmodernism as is the case in 
this study. 
5.2.1 The Concept of Irony 
Although “irony has been a major element in Western literature since its 
origins in Greek tragedy, it became centrally important in twentieth-century 
criticism” (Iain Wright “Irony”), particularly in postmodernism. Like many other 
literary concepts, irony defies a single, all-inclusive definition because it is marked 
by a diversity of scholarly opinions. As a result of this, Paul de Man admits that “it 
seems to be uncannily difficult to give a definition of irony” (164). In spite of this 
149 
 
definitional problem, some scholars of the concept seem to agree that though 
obviously “turning away from direct statement or … meaning”, irony is inevitably 
implicated in the discourse and quest for meaning. Northrop Frye, for instance, 
opines that irony 
indicates a technique of appearing to be less than one is, which in 
literature becomes most commonly a technique of saying as little and 
meaning as much as possible, or, in a more general way, a pattern of 
words that turns away from direct statement or its own obvious 
meaning. (40) 
Similarly, Abrams and Harpham explain that “in most of the modern critical 
uses of the term ‘irony’, there remains the root sense of dissembling, or of hiding 
what is actually the case, not, however, in order to deceive, but to achieve special 
rhetorical effects” (“Irony”). In addition, D. C. Muecke is quoted by J. O. J. 
Nwachukwu-Agbada as saying that irony consists of 
ways of speaking, writing, acting, behaving, painting, etc. in which 
real or intended meaning presented or evoked is intentionally quite 
other than, and incompatible with the ostensible or pretended 
meaning. (The ‘real’ meaning may be more than a hinting at a mental 
reservation. Our definition must likewise be allowed to include not 
only saying one thing and meaning another but also saying two things 
and meaning neither). From the reader’s point of view, irony depends 
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upon the felt presence and felt congruity of both meanings. It is too 
subtle, occulted or meaning never appears, and it falls short of irony if 
the intended meaning has no force. (81-82) 
One thing that is clear from the above postulations is that irony is a form of 
presentation which deliberately masks the meaning of an utterance or expression. 
Whenever a writer uses irony, he/ she narrates a story or presents an action which is 
deliberately conceived, designed, and intended to generate meaning(s) quite other 
than, and incongruous with what is presented in the text. As Abrams and Harpham 
argue, the goal of irony is to achieve “special rhetorical effects”. These “special 
rhetorical effects” constitute the “force” which Muecke insists irony brings to bear 
on meaning. Ezenwa-Ohaeto adds that the use of irony by an African poet “deepen[s] 
insight and make[s] his poetry intellectually satisfying” (Ngozi Ezenwa-Ohaeto 201). 
He continues by stating that irony also “contributes immensely towards the 
enhancement of [the writer’s] vision in the portrayal of social realities”. (201) 
Irony is characterised by the evocation of contrasts between appearance and 
reality, utterance and intention/ meaning, as well as action and the motive(s) behind 
it. There are different types of irony which include the following: verbal irony, 
structural irony, stable irony, unstable irony, Socratic irony, dramatic irony, tragic 
irony, cosmic irony, Romantic irony, situational irony, and sarcasm. (Abrams and 
Harpham, “Irony”) 
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Wilfred L. Guerin, Earle Labor, Lee Morgan, Jeanne C. Reeseman, and John 
R. Willingham argue that postmodernism is characterised by “a penchant for irony” 
(300). The implication of this is that in postmodernist literature, irony transcends its 
traditional role as a mere figure of speech. In the hands of postmodernist writers, it 
becomes a crucial instrument for social redemption. In this connection, Modupe O. 
Olaogun reinforces the significance of irony to literature and life by saying that “[a] 
society that recognizes irony seems to be on its way to salvation” (71). Taken 
together, these views vindicate the avalanche of irony in postmodernist Nigerian 
poetry which is generally implicated in the struggle for national renaissance from 
dissonance and disorder. In this wise, the contemporary Nigerian poet engages this 
postmodernist tool to foreground and discuss serious social issues such as 
misgovernance, injustice, corruption, violence, immorality, and poverty in such a 
way that exposes the mass absurdities of contemporary reality. It is from this 
perspective that this study approaches Musa Idris Okpanachi’s collection of poems 
titled The Eaters of the Living. 
5.2.2 The Concept of Humour 
Although humour as an artistic concept is, like irony, not particularly a new 
term, Alison Ross asseverates that it is now widely used in relation to postmodernism 
(47). This is so because of the assumption that postmodernist writers, while 
discussing serious issues like death, war, leadership, religion, injustice, and 
corruption, among others, do so with a sense of humour in an attempt to critique, 
mock, laugh off, and make others laugh at both the absurd and the more serious 
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issues of life. It is in this context that the use of humour by postmodernist writers is 
distinct from its traditional usage where it is used almost exclusively in relation to 
base things. 
The use of humour as a concept dates back to the ancient theory of humours 
which relates the concept to the four body humours or fluids, namely: blood, phlegm, 
choler, and black bile (Gareth Griffiths, “Humours”). It is believed that the 
dominance of any of these fluids or humours over the others is responsible for the 
nature, temperament, and personality of an individual. In this connection, Andrew 
Stott contends that  
[a] preponderance of blood produced sanguinity, or a brave, hopeful, 
and amorous disposition; too much phlegm resulted in apathy; black 
bile led to melancholia; and disproportionate choler caused irascibility 
and hot-headedness. (44) 
It is believed that Ben Jonson, the Elizabethan dramatist, deployed this theory 
of humours as the basis for characterisation in his famous comedy of humours. It is 
in this context that Margaret Drabble avers that humour is “a term applied especially 
to the type of comic drama written by Jonson, where a ‘humour’ is the embodiment 
in one of the characters of some dominating individual passion or propensity” (505). 
What this presupposes is that humour is an integral part of comedy. It is also a 
notable component of satiric and postmodernist arts. 
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Abrams and Harpham define humour as “any element in a work of literature, 
whether a character, event, or utterance, which is designed to amuse or to excite 
mirth in the reader or audience” (“Wit, Humour, and the Comic”). Going by this 
definition, it can be seen that humour, in its modern usage, continues to have 
something to do with the evocation of laughter and amusement generally, and this is 
needful in a world that is increasingly leaving mankind with little or no reason to 
laugh. Mirjana M. Knezevic observes that serious and “prevailingly tragic themes, 
such as the Second World War, battle injuries and death are for the most part treated 
humorously” (240) in postmodernist literature. This is because postmodernism seeks 
to create amusement out of the tragedies and absurdities of contemporary existence. 
Since humour is a relevant vehicle of creativity in the hands of the writer, 
contemporary Nigerian poets employ it as a necessary tool to interrogate serious 
issues which negatively affect the progress of the nation. They adopt this strategy as 
a therapeutic measure to drag their readers out of the cocoon of despair, 
despondence, and trauma in which the readers are presumably lost. As this study 
illustrates, Denja Abdullahi’s Mairogo: A Buffoon’s Poetic Journey around Northern 
Nigeria is not just a book of poems; it is a stern criticism of the tragic state of 
contemporary society. But more than this, by relying so deliberately and heavily on 
the humorous comments and antics of his persona in the manner of postmodernist 
writings, Abdullahi’s work emerges as a defiant attempt to mock, laugh off, and 
inspire laughter in the midst of the absurdities, tragedies, and unending challenges of 
modern life. 
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5.2.3 The Social Condition of Post-Independent Nigeria 
  The subject of the social condition of post-independent Nigeria is indeed 
bitter, distasteful, and vexatious. The euphoria, promise, and hope accompanying the 
discovery of crude oil in 1956 and the attainment of independence in 1960 quickly 
evaporated and, worse still, translated into angst, rage, and despair as a result of stark 
ineptitude in leadership. The nation was polarised along ethno-religious lines due to 
the inability of the leaders to manage the diverse and contending mass of interests 
from various groups across the country. Thus, the nation quickly drifted into a 
needless and avoidable civil war between 1967 and 1970, the consequences of which 
she is yet to fully recover from, almost five decades after. 
  The decades of the 1970s, 1980s, and 1990s were understandably difficult 
moments because the nation had just survived a devastating civil war. The major 
consequence of that catastrophic encounter is the failure of the nation to take 
advantage of the gains of independence, the oil boom, and her enormous resources 
for accelerated national development. Therefore, she has remained in a perpetual 
state of reversals ever since. These reversals are manifest in widespread 
unemployment, poverty, hunger, corruption, decaying infrastructure, prostitution, 
cultism, drug abuse, ethnic suspicion, electoral rigging and thuggery, examination 
malpractices, armed robbery, cyber crimes, kidnapping, vandalism, militancy, and 
terrorism. As Akujobi and Sani affirm,  
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[t]his circumstance would lead to the collapse of several important 
sectors of the national economy…. Government made lame attempts 
to tackle the monster using the Structural Adjustment Programme 
(SAP) and austerity measures. These efforts did not only fail 
abysmally but also compounded and aggravated the problems. Thus, 
the nation resorted to borrowings from international agencies 
including the World Bank, International Monetary Fund (IMF), the 
London Club, the Paris Club, and the G7. All these connive to sink 
the nation deeply in debt, arrest national development, impoverish the 
citizens, and drag the nation to the very edge of disintegration. (54) 
The socio-historical condition described above is the informing impulse for 
the literature produced by many Nigerian writers from the 1970s onward. However, 
each writer attempts to evolve a distinctive style of writing that is peculiar to him/ 
her while maintaining aesthetic/ ideological nexus with his/ her contemporaries. For 
instance, the older post-war poets like Niyi Osundare, Tanure Ojaide, Odia Ofeimun, 
Okinba Launko, Funso Aiyejina, Adah Ugah, and Harry Garuba are known for their 
dialectical materialist orientation while the younger post-war poets like Olu Oguibe, 
Remi Raji, Obu Udeozo, Toyin Adewale-Gabriel, Maria Ajima, James Tar Tsaaior, 
Akeem Lasisi, Promise Okekwe Ugochukwu, Denja Abdullahi, Uwemedimo 
Enobong Iwoketok, and Musa Idris Okpanachi rely on the threnodic tone to register 
their misgivings and disapproval of unwholesome social developments. It is within 
the framework of this threnodic tradition that individual poets fashion out peculiar 
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modes of writing as typified by Musa Idris Okpanachi’s use of irony and Denja 
Abdullahi’s use of humour in their respective works. 
In the light of the above, this study examines how Okpanachi’s use of the 
ironic mode in The Eaters of the Living and Abdullahi’s use of humour in Mairogo: 
A Buffoon’s Poetic Journey around Northern Nigeria distil the sordid social 
condition in contemporary Nigeria. The goal of such an undertaking is to locate each 
of these texts within the purview of the postmodernist aesthetic tradition given the 
fact that irony and humour which are deployed as analytical tools in this study are 
considered as some of the main features of postmodernist literary theory.        
5.3 Irony in Okpanachi’s The Eaters of the Living 
  Since postmodernism displays “a penchant for irony” (Guerin et. al 300) 
while discussing serious social, political, economic, historical, and cultural issues, 
this study at this point evaluates the use of irony to expose the pathetic social 
condition in Musa Idris Okpanachi’s The Eaters of the Living. This is to establish the 
text as a piece of postmodernist literature. The Eaters of the Living (2007) is the first 
of three poetry collections by Musa Idris Okpanachi; the others are: From the 
Margins of Paradise and The Music of the Dead. The quality of The Eaters of the 
Living as a genuine work of literature is confirmed almost from the start when it won 
the 2008 ANA/ Cadbury Poetry Prize and was also in the final shortlist for the 
NLNG Nigeria Prize for Literature in 2009. These feats would attract a bit of 
attention to Okpanachi’s poetry and confirm him as one of the important poetic 
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voices emerging from northern Nigeria – a region that is known for its indifference 
to literature specifically and literacy in general. But due to the emergence of new 
writers like Musa Idris Okpanachi, Denja Abdullahi, Izziah Ahmad, Abubakar 
Othman, Moses Tsenongu, Dul Johnson, Maria Ajima, Idris Amali, Angela F. Miri, 
Tartule Tijah, E. E. Sule, and Emman Usman Shehu (poets); Abubakar Gimba, 
Zainab Alkali, Helon Habila, Sulu Ogwu, Razinat Mohammed, and E. E. Sule 
(novelists); and Ahmed Yerima, Olu Obafemi, Emmy U. I. Idegu, and Iyorwuese 
Hagher (dramatists), there is clearly a rediscovery of interest in literature and a 
ferment of literary activities in the region. 
Like other postmodernist Nigerian poets, the concern for the socio-political 
history of the nation and the appalling human condition is generally inscribed on the 
pages of Musa Idris Okpanachi’s collection of poems entitled The Eaters of the 
Living. It is revealed in the blurb of the book that The Eaters of the Living “examines 
the destiny of our nation floundering in the throes of anomie, corruption, power 
games and politics”. These thematic concerns are succinctly summarised by the titles 
of several sections of the book such as: “In the Face of Anomie”, “Corruption”, 
“Deep Ponderings”, “Power and Rulership”, and “Wishes and Desire”. 
The landscape of Okpanachi’s poetry is laced with an atmosphere of gloom, 
despair, and despondence. This is so because the poet is interested in chronicling the 
grim history of the Nigerian nation which has lost focus and is now “floundering in 
the throes of anomie”. Due to persistent failure of leadership, the nation has acquired 
notoriety as a never-do-well among the comity of nations in spite of her enormous 
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human and material endowments. In tandem with the preoccupation of Nigerian 
writers from Achebe, Soyinka, and Clark-Bekederemo to Iyayi, Osundare, Ezenwa-
Ohaeto, and Remi Raji, this absurd situation is central to Okpanachi’s creative 
interest. In his poetry, therefore, Okpanachi tackles the absurdities of the Nigerian 
state using a medium suffused with an unusual load of irony, a quality which, in 
recent times, has come to be associated with postmodernist arts. 
The assumption that form and technique are best deployed in conjunction 
with subject matter enables Okpanachi, in a typically postmodernist fashion, to 
“foreground irony” (Barry 91) in his work. This foregrounding of irony in The Eaters 
of the Living is a stylistic mode through which the poet registers the conundrums that 
constitute the post-independent experiences of his society to great effect. The degree 
of prominence Okpanachi gives to irony in The Eaters of the Living is staggering and 
momentous. This is so to the extent that one can say that irony is perhaps the most 
prominent stylistic trope in The Eaters of the Living as exemplified by several poems 
such as “Silence of time”, “Manifesto”, “The free prisoners”, “Hunger”, “I want to 
marry”, “Marriage by internet”, “Lying with calendar”, “Crush me”, “Patriots at 
dawn”, “My song”, “Mother”, “Of deities and worshipers”, “Sail”, “Your 
excellency”, and “After the dawn”. 
As this study demonstrates, Okpanachi, in the tradition of postmodernist 
writers, uses irony not only to mock and ridicule, as satirists do, but also to critique 
the sordid, grim, and in fact, tragic socio-historical, political, and economic 
conditions of the contemporary world. Specifically, the study considers Okpanachi’s 
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use of irony in the discourse of leadership and the exposition of marital expectations 
in The Eaters of the Living.   
5.3.1 The Ironic Mode and the Question of Leadership  
The use of irony to interrogate the subject of leadership in The Eaters of the 
Living is reflected in such poems as “Silence of time”, “Manifesto”, and “Lying with 
calender”, among others. The first poem of the collection titled “Silence of time” 
opens with the exclamatory word, “shriek!” (10). The use of this word at such a 
strategic space in Okpanachi’s poetry collection is noteworthy because it speaks 
volumes of the route the poet is charting for his poetry right from his first collection. 
Shriek is a loud and sudden burst of shrill painful cry. The use of this word at the 
beginning of Okpanachi’s first collection of poems leaves the reader with the 
impression that the poet is set to catalogue the pains and losses of misgovernance, 
corruption, and injustice – an objective that he has managed to sustain and pursue in 
his three collections of poetry. 
“Silence of time” is an account of the predicaments of the citizens under a 
dictatorial military government. The reason for the shriek, this shrill painful cry, is 
the inspiration for this poem. Using a flurry of ironies which is a common practice 
among postmodernist writers, the poet lampoons military dictatorship while 
lamenting the plight of the victims. He reveals, in the first place, that this shriek is 
caused by the crushing of bones “under the menace of boots” (10). As if this is not 
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enough, the poet-persona further reveals that the “voice of liberty” is “strangled” and 
“stifled” under an obnoxious leadership. 
As someone who has lived most of his life in Nigeria and has witnessed this 
unfortunate development, no one is better placed to recount this tragic contemporary 
narrative than the poet. This explains his use of the first person pronoun, “I”, and the 
collective form, “we”, as persona in many of his poems. In “Silence of time”, for 
instance, the tragedy of the oppressed is expressed thus: “I heard a strangled / Voice 
of Liberty / Stifled in freedom” (10). The voice of the persona will however, quickly 
change from this singular form, “I”, to the collective form, “we”. The careful 
selection and deployment of words by the poet underscores his sensitivity to 
language use. This is not surprising considering the fact that Okpanachi is a language 
specialist. Thus, the use of the verbs: “shriek”, “crushed”, “strangled”, “stifled”, 
“flooded”, and “dying” suggests pervasive oppression and violence and enhances a 
graphic portrait of the predicaments of the subjects of tyrannical leadership.  
The fact that the “voice of liberty” remains “stifled in freedom” further 
accentuates the continuous negation of the fundamental rights of the citizens under a 
dictatorial military regime. Freedom is synonymous with independence. The day 
Nigeria gained independence is the day she became free from colonial control. Her 
citizens are therefore supposed to enjoy a new lease of life from the overbearing 
force of colonisation. Ironically, however, the envisaged new lease of life has 
remained a mirage almost six decades after independence. If anything, this so-called 
freedom has brought about the strangulation and stifling of the “voice of liberty”, the 
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right to self-expression and other fundamental human rights for that matter, “under 
the menace of boots”. This is the first irony that jolts the perceptive reader of 
Okpanachi’s poem into the reality of his poetic universe. 
As earlier established, ironies occur prominently in postmodernist literature. 
This assertion is indeed true of Okpanachi’s poetry. In this wise, the irony 
highlighted above is neither accidental nor isolated because it is accompanied by a 
succession of other ironies making the poem, “Silence of time”, to run like a traffic 
of ironies. This is where the postmodernist proclivity of the typical Okpanachi poem 
lies. In a study of Jared Angira’s poetry, Ezenwa-Ohaeto posits that a typical African 
poet uses irony “to deepen insight and make his poetry intellectually satisfying”. 
(Ngozi Ezenwa-Ohaeto 201) 
One instance of the ironies which a poet like Okpanachi engages in the 
pursuit of insight and intellectual satisfaction is the persona’s preference for death 
over and above life that is amputated and characterised by daily “curfew, emergency, 
/ riots on the streets / blood flooded…” (10). In the portrayal of this tragic 
circumstance, the poet-persona ironically abandons the natural human desire to live 
in preference for death. This irony is succinctly encapsulated by the expression: 
“dying was more precious” (10) than life lived under strict disorder, intimidation, 
injustice, and deprivation. The use of this irony underscores the appalling human 
condition which postmodernism abhors. 
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Since, from the perspective of the poet-persona, life is no longer worth living, 
he, on behalf of the victims of military dictatorship, uses the collective pronoun, 
“we”, to make the following shocking revelations in a verse imbued with a density of 
ironies which uncover the postmodernist leanings of Okpanachi’s work: 
 We sacrificed ourselves 
 But the gods 
 Would not take 
 The offering. 
 We offered our necks 
 But the butcher 
Sheathed his knife. 
We lay on the eternal road 
But the traffic stopped. 
We dived into the ocean 
And found it shallow. 
We took poison 
It became inert. 
We wanted to hang 
There was no rope. (10)    
It should be recalled that irony is one of the literary devices which makes use 
of contrasts. In this context, the lines, 
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 We sacrificed ourselves 
 But the gods 
 Would not take 
 The offering 
express an ironical situation in the sense that the gods who are never tired of 
sacrifices should suddenly refuse to accept the offering of the stranded victims. The 
use of this irony seems, on the surface, to suggest a conspiracy and complicity of the 
gods in the pathetic situation of the victims of neo-colonialism by their refusal to 
accept the offering and save the situation. But in a deeper sense, it is more 
appropriate to consider “the gods” here not literally but figuratively, as a metaphor of 
tyrants who approximate themselves to idols (gods) as shown in the following extract 
from another poem titled “Manifesto” where the persona, a tyrant, gloats over his 
victims thus: 
I shall punch you, pound you 
Until you submit to my 
Firepower 
In the ambush of 
My skirmishes 
My image shall loom  
Large in your mind 
Until I become your idol. (15) 
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Another irony in “Silence of time” which is similar in spirit and texture to the 
one highlighted above is expressed as follows: “We offered our necks / But the 
butcher / Sheathed his knife” (10). The butcher is known for his swift use of the 
knife. If the butcher suddenly becomes unenthusiastic in the use of his knife even 
when, as the poet-persona admits, “we offered our necks” on a platter, it means that 
all forces, including the traffic, the ocean, poison, and the rope, have aligned to 
condemn the victims to a painful existence in spite of their conclusion that “[d]ying 
[is] more precious” than the life they live. This is the perspective from which the 
reading of the poem titled “Silence of time” yields its best promises and deepest 
meanings. Thus, the failure of the gods, the butcher, the traffic, the ocean, poison, 
and the rope to comply with the demands of the victims and grant them their death-
wish and a lasting freedom from repeated shrieks under the menace of boots 
manifests in a flurry of ironies which the poet uses to explain the perpetual distress 
and gloom of the people as is the tradition of postmodernist literature. 
 Another poem that is deliberately ironical in relation to the subject of 
leadership is “Manifesto”. This poem is reminiscent of Tanure Ojaide’s poem titled 
“The Hawk Prays for Peace” in The Eagle’s Vision. Like Ojaide’s “The Hawk Prays 
for Peace” which also thrives on the use of irony, Musa Idris Okpanachi’s 
“Manifesto” dissects the narrow and sadistic mind of a military despot. In this poem, 
the poet exposes the cruelty, treachery, mischief, and evident hypocrisy lying deep in 
the mind of the typical African dictator. 
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Essentially, “Manifesto” is framed in the form of a national broadcast by a 
self-styled “cannon voice / Of the Armed Forces / Revolutionary Council” (14). A 
national broadcast, especially one by a new leader, is usually flavoured with 
promises as well as encouraging and inspiring ideas and expressions which are 
capable of giving hope to a suffering people. But in this poem, the reverse is so 
clearly the case. In other words, rather than wooing the populace for acceptance 
using palliative words, the dictator ironically introduces himself in a militant and 
aggressive way as “the cannon voice” who has brought “an iron rule” cast “in the 
shadow” of the people’s freedom. 
The irony which evolves from this poem underscores the persona’s readiness 
to unleash a reign of violence and terror on the society through the image of the 
“bursting gun” without recourse to the constitution except “a phantom” one “on a 
whetstone”. The image of the “phantom / constitution on a whetstone” which the 
man with “the bursting gun” subscribes to ostensibly refers to the draconian decrees 
and edicts enacted by military dictators to enforce their reign of terror. The verse 
which amply embodies this argument goes thus: 
  Fellow countrymen, 
  I am the cannon voice 
  Of the Armed Forces 
  Revolutionary Council 
  I bring you an iron rule 
  In the shadow of your 
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Freedom 
 
This is my manifesto 
Written with your blood 
From my bursting gun 
I bring you a phantom 
Constitution on a whetstone. (14) 
In the same way as “Silence of time” which has earlier been discussed, the 
poem, “Manifesto”, is dominated by irony. In this wise, the dictator announces, 
contrary to expectation, his contempt and total disregard for fundamental human 
rights as follows: “I bring you a gift of a coffin / In which your rights / Are written” 
(14). The dictator goes further to announce his intention not to act the messiah as 
expected by the people as he says: “I bring you a Christmas / Without a messiah” 
(14). If the despot succeeds in eliminating the messiah from the realms of existence, 
what then is the essence of Christmas? Or what is the need for a change of 
government if it will not bring succour to the ordinary people? 
Like the above questions, human freedom and every other good thing remain 
trapped in a state of suspension as long as the dictator holds the reigns of power. As 
“the magus / of [the people’s] pain”, what else can this despot offer other than “the 
precious ornaments of / chains, handcuffs / and narrow cells” where lofty dreams and 
aspirations are shattered and suffocated? The reference to chains and handcuffs as 
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“precious ornaments” is ironical as there is nothing precious or ornamental about 
these materials. The despot vows to harass his hapless victims with 
The precious ornaments of 
Chains, handcuffs 
And narrow cells 
That will transform 
Into your grave 
To fulfil the opulence 
Of your dreams. (14) 
 Another part of the poem which supports the argument that this poem is a 
model of postmodernist literature is given below: 
I shall punch you, pound you 
Until you submit to my 
Firepower 
In the ambush of 
My skirmishes 
My image shall loom  
Large in your mind 
Until I become your idol 
………………………. 
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I shall bleed your head 
To make you reasonable 
And inject you with poisoned 
Bayonet to keep you alive. (15) 
There is indeed no ruler, no matter how hardened or despotic, that will, in 
actual sense, come up with the kind of manifesto read above especially in his maiden 
speech or broadcast. What dictators are widely accustomed to do is to cover their 
negative intentions with sugar-coated promises which heighten people’s expectations 
in the new administration and give them a false sense of hope. By deviating from this 
practice, the poem, “Manifesto”, exposes the hypocrisy of the tyrant, thus revealing 
his true intentions. The poet does this by transporting the reader into the inner 
chambers of the dictator’s mind. The implication of this is that every speech by a 
dictator promising heaven and earth is deceitful and ironical because in reality, it is 
far-removed from the true motives of the dictator. 
Among the ironies which the poet uses to expose the dictator’s deepest 
thoughts and motives include the following: “I bring you an iron rule / In the shadow 
of your / Freedom”; “I bring you a gift of a coffin / In which your rights / Are 
written”; “I bring you a Christmas / Without a messiah”; “I shall bleed your head / 
To make you reasonable / And inject you with poisoned / Bayonet to keep you 
alive”. 
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The poem titled “Lying with calendar” also uses ironies to discuss leadership 
in contemporary Nigeria. This poem is reminiscent of Niyi Osundare’s “Health for 
all by year 2000” in his collection titled Songs of the Season in the way it catalogues 
several promises by the leaders which almost always go unfulfilled. “Lying with 
calendar” makes extensive use of irony as it satirises the government for perpetually 
setting targets for itself and perpetually failing to meet them. Government is only 
good at formulating “blueprints, white papers” and inaugurating “tribunals, 
committees / and pilot schemes” (76) which, more often than not, amount to 
“unsprouted hope” of “treasures in the pipelines”. (76) 
As the poem reveals, all the dates set by government to make good their 
promises have expired and these promises have remained, at best, “treasures in the 
pipelines”. Therefore, the irony and postmodernist bent of this poem lies in the fact 
that instead of improving, the condition of the average citizen has grown increasingly 
worse in spite of repeated promises to the contrary by successive governments. The 
poet recounts a catalogue of promises and self-imposed ultimatum by the 
government in the following lines: 
 They said, in 1990 
 Everyone will fetch water 
From under his bed 
By 1995 we will 
Pick electricity from the ashes 
And smoke of the firewood 
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They said in 1996 
Hunger shall be banished 
From our republic 
With the official prescriptions 
Of gold diets 
 
They said in 1997 every leaf 
Should cure all diseases 
With the hospitals converted 
To children’s palaces 
 
They swore that by the year 2000 
We will all sleep 
In paradisiacal mansions. (76) 
The irony of the whole narrative lies in the frequent postponement or outright 
suspension of the fulfilment of these magical promises which are abandoned to “lie 
cold like moulds of dead cattle / along caravans that lead nowhere” (Ofeimun 2). The 
irony of heightened expectations arising from fabulous promises as seen above and 
dashed hopes exacerbated by under-performance, mediocrity, or outright wickedness 
imbue this poem with a postmodernist flavour. This ironic mode is encapsulated in 
the last stanza of the poem which says: 
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  Now the ashes of our hope 
Had been blown by the desert storm 
Our bliss postponed 
Till the dream year 2010 
When we wake from computerised sleep 
And press the button 
Of vision in our workplace 
While lying supine in bed. (77) 
5.3.2 Irony in the Portrayal of Marital Expectations 
Apart from the discourse of leadership, Okpanachi also uses irony to 
interrogate and expose absurd marital expectations in The Eaters of the Living. For 
instance, the poem titled “I want to marry” relies on the extensive use of the ironic 
mode. The poet-persona does this with particular respect to his marital expectation 
which foregrounds a lot of ironies. Anyone who wishes to get married does so for 
some specific reasons or advantages he/ she hopes to derive from the relationship. 
For instance, some people go into marriage because they want a companion who can 
take care of them; some do so for reasons bordering on love; some, for procreation; 
and others for financial and other fringe benefits like having someone who can share 
their responsibilities and so on. But in the poem, “I want to marry”, the persona’s 
marital wish is, literally speaking, highly negative. 
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The use of negative words and expressions to express the poet-persona’s 
marital wish is given momentum through the density of ironies employed by the 
poet. The impact the successive flow of ironies in a piece of literature has on readers 
is, according to Nwachukwu-Agbada, the sense of shock and surprise it evokes (79). 
Indeed, nothing can be more repugnant to common logic and therefore ironical, 
shocking, and surprising than the persona’s bizarre wish to 
 marry a woman 
 Who does not love me 
A wedlock united by 
A common deadly hatred  
 
I want to marry a woman 
Who is not faithful 
With her teeming lovers 
Trying to hunt me down. (108) 
 The postmodernist essence of this poem derives from its reliance on the 
density of the ironic mode which, in the limited space of the above extract, is evinced 
by the use of negative expressions such as “deadly hatred” and “not faithful”, instead 
of positive ones like “love” and “faithful” respectively. Other examples of negative 
words and expressions which are used to establish and foreground irony abound in 
the poem. It is shocking that the persona prefers  
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to marry a woman 
Who does not love me 
So that we could quarrel 
Endlessly and fight savagely 
All our lives. (108) 
Equally surprising, or evoking a greater sense of shock is the persona’s desire to 
marry a woman 
Who can lace my 
Food with poison 
Who would dance with tears 
On my grave. (108) 
The shock conjured by similar use of negatives such as “ugliness”, “poison”, 
and “death” throughout the poem is overwhelming. The choice of these negative 
words over and above positive words as defining features of the persona’s 
matrimonial aspirations foregrounds the ironic mode thus affirming the 
postmodernist sensibility of the poem. Why should anyone in his right senses wish 
himself such a capital misfortune as embodied by this poem? However, if one 
considers carefully that the poet is not just wishing himself a monumental 
matrimonial misfortune, but is consciously trying to evolve a new voice, to say what 
may have been said before in a different way, as postmodernist writers frequently do, 
then it becomes easier to understand his use of negative expressions to foreground 
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irony in the poem. It is only then that the poem emerges from its inherent absurdities 
to assume a different and interesting meaning. 
 The poem titled “Marriage by internet”, like “I want to marry”, illustrates the 
use of irony to examine unpleasant marital experiences arising from wrong 
expectations. Indeed, the poem derives its theme from marriage, and its beauty from 
the use of irony which imbues it with a postmodernist flavour. In this poem, the poet 
lampoons those who enter into marriage relationships through the internet or any 
other means that does not encourage physical contact. The persona in this poem is, 
unlike Okpanachi’s other poems, a woman who experiences the disappointment of 
marrying someone she does not love because the relationship is purely dependent on 
internet correspondence. A similar incident with more disastrous implications 
involving a young woman called Cynthia occurred in Nigeria a few years ago. 
Cynthia is reported to have interacted with a young man on the social media and a 
“relationship” evolved between them as a result of which she was invited to Lagos 
by her new “friend”. Travelling all the way from Jos, Cynthia arrived Lagos only to 
be gang-raped and murdered in cold blood, ostensibly for ritual purposes. 
It is not certain what was used to lure Cynthia into the “relationship”, but it is 
clear that the persona in the poem, “Marriage by internet”, is a victim of 
uncontrollable materialist taste. In a country like Nigeria where life is a huge 
challenge for the average citizen, many young ladies will consider it one of the 
greatest benefits of fate to be married to someone resident abroad, and will gladly 
consent to marry a man they have not met before, provided that such a marriage will 
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take them across the borders of the country. Many have enthusiastically followed that 
route only to be confronted with realities that defy their initial expectation(s). This is 
where the irony and postmodernist sensibility of this particular poem lies. 
The lesson that this poem holds out to the keen and perceptive reader is the 
understanding that, as good as technology may be, there are certain things it cannot 
be solely depended on to accomplish for mankind, one of which is marriage. By 
forging a marital relationship based solely on internet correspondence, the persona in 
“Marriage by internet” made the mistake of her life and thus learnt her lessons the 
hard way. In the first stanza, she admits having a relationship through the internet: 
  My marriage proposal 
  Came from London in codes 
  Of electronic chips 
The rest came by post filled 
With pounds, jewels and trinkets 
And a diamond ring 
But I had never seen my gem 
Not even in photograph. (97) 
 The fact that someone from London is asking for the persona’s hand in 
marriage elicits immediate consent from the lady and her entire family. After all, 
most Nigerian parents are favourably disposed to the idea of their children getting 
married to people residing in London. As the bride-persona admits, such a prospect 
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comes with staggering material benefits symbolised by “pounds, jewels, trinkets / 
and a diamond ring” (97). In fact, she is already dreaming of a royal life since, in her 
view, London is synonymous with royalty. The quick and dramatic change in status 
from a presumably rustic Nigerian girl to a celebrated British princess as envisaged 
by the bride-persona is encapsulated thus: 
  I was airborne dreaming 
  Of riding a state coach 
  Drawn by a special breed of steeds 
  Of Buckingham Palace 
  I warmed my oven, preserved 
  My grisly meat for the sharp knife 
  Waiting for honey to calm 
  My rising blood. (98) 
 Apparently with their eyes on material gains and such posh lifestyle described 
above, the parents of the bride-persona wasted no time in giving their consent to the 
marriage proposal, lavishing their daughter with marital counsels and prayers as 
revealed in the following lines: 
  Mother preached the virtue 
  Of obedience to parents 
  Father whispered into my ears 
  Endless streams of prayers 
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  And blessings of the ancestors, 
  Mascot, amulets and holy 
  Water of luck. (97) 
 Indeed, for most young women, getting married is a dream come true; but to 
receive a marriage proposal from London is, to a Nigerian bride, a different matter 
altogether. To this end, the bride-persona was apparently in an ecstatic mood when 
the proposal came to her, as she began to imagine what her suitor looks like, since 
she “had never seen [her] gem / not even in photograph”. As she narrates: 
  My mind conjured up all manners 
  Of men I had seen in the wilderness 
  Of my life and the crowd of its men 
  Throwing on the skin of my mind 
  Pageant of jailers, executioners, 
  Fine pieces of angelic artwork 
  In the museum of nature 
  The fallen angels and the gawky 
  Toothless waste of flesh I had seen. (97) 
As the above lines show, in spite of her enthusiasm, the bride-persona cannot 
resist the thought that things may not turn out according to her expectations. She 
imagines the possibility of her suitor turning out to be a jailer, an executioner, a 
fallen angel, or a gawky toothless waste of flesh. In spite of this fear, however, she 
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continues to hope for the best. She hopes that her suitor will turn out to be one of 
those “fine pieces of angelic artwork / in the museum of nature”. With this strong 
sense of belief, the bride-persona concludes that the risk is worth taking: 
  Drums were rolled out, cards 
  Confetti came like rain drops 
Violins and tambourines 
Beat out music of the soul 
I was bathed and crowned 
With seven white mystic veils 
Of nuptial parcel in seven 
Bridal gowns sewn with ninety 
Bands of ribbons. (97-98) 
 The irony of the whole poem begins to unfold after the wedding, at the arrival 
of the bride-persona in London. Contrary to her expectation of being accorded a 
warm, royal reception on arrival, the bride-persona is surprised at the humiliating 
treatment she suffers due to strict checks by the immigration and other airport 
officials as if she is a common criminal. Indeed, Nigerian immigrants are usually 
subjected to such intensive scrutiny abroad due to widespread criminal activities like 
drug and human trafficking, cyber crimes, and money laundering usually perpetrated 
by people who claim to be Nigerian citizens. The bride-persona recounts her 
humiliating ordeals and the ironical turn of events at the airport which gives the 
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poem a postmodernist slant. This postmodernist slant is further ventilated by the use 
of clear and simple diction as the following graphic narrative illustrates: 
  At Heathrow Airport 
I was stripped and searched 
Minutely right into my grassland 
They caressed me with lie and metal 
Detectors, closely studying my passport 
As if I stamped my own visa 
They detained me for hours 
Making inquiries into my marital documents. (98) 
 The ironic mode in the poem is further revealed by the shock and 
disappointment of the bride-persona when she finally meets her groom, for the first 
time. The excitement of getting married to a Londoner and the expectation of the 
bride-persona suddenly evaporates when she realises to her utter dismay that she has 
just married Mr. Stephen, the hunchback. This groom is portrayed as a poor man who 
cannot provide the comfort, material wealth, and warmth needed by a Nigerian bride 
who just enters the chilly winter of London. This ironical turn of events encapsulated 
in the contradictions between the bride-persona’s expectations and the staggering 
reality [become factors that] tilt the poem towards postmodernism. The bride-persona 
expresses her utter disappointment and frustration in the following telling lines: 
  At my nest I rang the doorbell 
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Waited for an hour and I was 
Confronted with Mr. Stephen 
My dream turned nightmare 
Of an awkward toothless 
Infirm hunchback who could 
Hardly walk 
 
He had only a piece 
Of slippery worm and cold dough 
In my oven, his kitchen knife 
Was blunt and he had no tranquilizer 
To cool my boiling blood 
I was waiting by the cold ashes 
Of dead embers. (98-99) 
 One thing that can be deduced from the study of Okpanachi’s poetry is the 
unpretentious simplicity of his diction. Okpanachi uses simple words and expressions 
to construct elegant poetic statements as is the practice among his generation of 
Nigerian poets who share this feature with postmodernist writers. Like his 
contemporaries, the poet shies away from complex and obscure expressions which 
inhibit meaning and easy comprehension. In a way, The Eaters of the Living derives 
its postmodernist sensibility from its jettisoning of the modernist tendency to make 
use of vague, arcane, and obscure images and diction. In other words, it is not easy to 
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find difficult and unfamiliar symbols, images, and expressions similar to those 
employed by modernist poets in Okpanachi’s work. 
The poeticism of Okpanachi’s work hangs on a brilliant sense of irony, a tool 
he deploys to great effect in The Eaters of the Living, giving it a postmodernist 
outlook. Among contemporary Nigerian writers therefore, Okpanachi has established 
a reputation for himself as a successful user of irony. Finally, the use of irony to 
discuss serious social issues like leadership, injustice, deprivation, and marriage by 
Musa Idris Okpanachi in The Eaters of the Living as demonstrated in this study 
exemplifies the text as a piece of literature framed by the postmodernist aesthetic 
tradition. 
5.4 Humour in Abdullahi’s Mairogo: A Buffoon’s Poetic Journey around Northern 
Nigeria 
The concern of this study at this point is to examine Denja Abdullahi’s 
volume of poems entitled Mairogo: A Buffoon’s Poetic Journey around Northern 
Nigeria as a piece of postmodernist Nigerian literature. The study explores 
Abdullahi’s use of humour as a postmodernist poet. This effort is necessary because 
humour has come to be accepted and used in relation to postmodernism (Ross 47), 
and a careful reading of Mairogo reveals that this artistic concept is central to the 
understanding of the thematic and stylistic configurations of the text. Thus, any 
serious and meaningful reading of the text, especially from a postmodernist 
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perspective as is the case in this study, will be greatly enhanced if it focuses on this 
important aspect of the work.  
Denja Abdullahi is among the emerging writers from northern Nigeria who 
are making significant input to the growth and development of Nigerian literature. 
He is the president of the Association of Nigerian Authors (ANA). He has published 
four volumes of poetry which include Mairogo: A Buffoon’s Poetic Journey around 
Northern Nigeria, Abuja Nunyi: This is Abuja, The Talking Drum, and A Thousand 
Years of Thirst. The fact that Mairogo has won special honours from the Association 
of Nigerian Authors (ANA) in the past attests to the quality of Abdullahi’s poetry. 
As the title of the work suggests, Mairogo is essentially a narrative by an 
imaginary character named, “Mairogo”, about himself, his buffoonery, and his 
wanderings, all giving rise to admirable verse. In the preface to the first edition, the 
poet reveals that Mairogo is 
inspired long ago by an actual real-life character nicknamed 
‘Mairogo’ who roamed one of the northern cities where I once lived. 
He happened to be one of those queer human characters who bestride 
the threshold of sanity and insanity [….] This poetic journey around 
northern Nigeria is that of a ‘buffoon’ with nature-given poetic license 
to deliberately jab at society’s foibles and praise its virtues, all done 
within a framework of comedy”. (vi-vii)  
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This assertion is corroborated by the New Nigerian reviewer, quoted at the 
blurb of the book, who says that Mairogo “uses the motif of a buffoon with a crazy 
sense of humour to take the reader through a sarcastic journey around issues, 
concepts, thoughts and scenes common to northern part of Nigeria”. In view of the 
above submissions, the adoption of Mairogo as persona becomes a deliberate and 
significant leap in poetic experimentation by Abdullahi especially as it affords him 
the liberty to hide behind the half-crazy persona and pursue his twin goals of 
providing entertainment and social criticism. 
The persona’s sense of humour which gives the poem a postmodernist slant is 
embedded in his verbal antics and buffoonery. The preponderance of humour as an 
aesthetic mode does not only provide ample entertainment to the reader; it also gives 
the volume an innovative and experimental outlook as is the custom in postmodernist 
literature. Furthermore, the poet undertakes extensive social criticism on diverse 
issues of life ranging from family life to religion, poverty, education, leadership, 
gender, and more. By relying heavily on the sense of humour of the persona-narrator, 
the poet is able to make significant statements on individuals and the society as a 
whole. 
Mairogo is made up of one long poem sub-divided into nine sequences or 
movements labelled I, II, III, IV, V, VI, VII, VIII, and IX. In brief, the first and 
second sequences form the introductory part of the volume. They introduce the 
persona-narrator as well as his mission which is to sing about “the beauty, the 
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flashes, and the flaws of Arewa” which he claims to “know only too well / … the 
way an Almajiri / knows the inside of his bowl”. (8) 
In the third and fourth sequences, leadership in the north is brought under 
critical a searchlight. The poet raises a strong objection to the current structure in 
society in which the rulers live sumptuously at the expense of the underprivileged 
masses who suffer all kinds of deprivation in the midst of stupendous material 
resources. The fifth sequence questions the current family set-up in the north, while 
the sixth sequence discusses the politics of gender in the society. The seventh 
sequence is a critique of poverty arising from widespread illiteracy in the north. The 
eighth sequence celebrates the beauty of northern Nigerian cities, and the last 
sequence advocates for a healthy relationship between northerners and people from 
other parts of the country. This study examines Abdullahi’s use of humour in 
different areas of thematic and stylistic engagements such as the presentation of the 
persona as buffoon, the persona’s quest for survival and critique of religious 
hypocrisy, the subject of leadership, and the presentation of northern Nigerian cities. 
5.4.1 The Humorous Presentation of the Persona as a Buffoon 
 Central to the presentation of the various thematic subjects and issues by 
Denja Abdullahi is the adoption and transposition of humour into the framework of 
his poetry. It is from the use of humour as an aesthetic mode that Mairogo derives its 
richness and significance as a literary text framed in the tradition of postmodernism. 
In the first place, this postmodernist sensibility derives from the deliberate 
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presentation of a persona who is neither completely sane nor completely insane. This 
singular disposition of the persona therefore obscures the boundaries between sanity 
and insanity. 
The presentation of a buffoon as persona is indeed the point of entry into 
Abdullahi’s postmodernist poetic universe. As a character who straddles the borders 
of sanity and insanity, the physical appearance of Mairogo, the persona-narrator, is 
bound to elicit laughter and amusement as is characteristic of postmodernist writings. 
For instance, the image of Mairogo created by the poet in the opening sequence of 
the volume is that of “a grown-up man / acting like a toddler” (1). He is a roaming 
wanderer obviously clad in odd attire, with a calabash stuck in his armpit and a stick 
in hand. He drums the calabash “ka ka ka ka ka” and dances to the jarred tunes to 
attract attention and impress onlookers: 
  Ka ka ka ka ka 
  That’s the sound you hear 
  When I beat my calabash 
  Shocking on-lookers with the sight 
  Of a grown-up man 
  Acting like a toddler. 
  “Kai! Pay him no attention 
  He is Mairogo 
  Mad beyond redemption”. (1) 
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The use of the onomatopoeic expression, “ka ka ka ka ka”, imbues the poem 
with some literary qualities. In the above extract, the persona-narrator is not bothered 
by the uncomplimentary remarks which onlookers usually make about him regarding 
him as being “mad beyond redemption” for two reasons. The first reason is that 
anyone who is mad has nothing to lose if he is insulted. In fact, the persona-narrator 
regards the insult hauled at him as a compliment. The second reason is that he has 
already gained the attention of his detractors, no matter how hard they try to “pay 
him no attention”. The fact that the “big-headed man” rewards him for his wit and 
sense of humour is a function of the attention he enjoys. The following lines from the 
second sequence of the volume illustrates thus: 
  Mairogo needs not work before eating 
  I only need to beat my calabash 
Act the fool before a big-headed man 
And a condescending hand languidly flings a note, 
The giver happy to see a scrounger 
Shivering after his miserly gift. (3) 
5.4.2 Humour in the Persona’s Quest for Survival and Critique of Religious 
Hypocrisy 
Apart from the presentation of the persona-narrator as a buffoon, Abdullahi 
also deploys humour to portray the persona’s quest for survival and to expose the 
religious hypocrisy of the society. For the persona-narrator, jesting, of which humour 
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is a fundamental tenet, is a means of survival in a society where the rich gloat over 
their wealth while the poor are left to bewail their fate. He nudges the privileged and 
influential members of the society for their selfishness and insensitivity to the plight 
of the poor and underprivileged masses. The reference to one of his benefactors as a 
“big-headed man” has a tinge of humour and euphemism as it depicts the over-
bloated ego of the rich and mighty in society. It is this over-bloated ego that the 
persona-narrator cleverly lampoons by putting on a hilarious show of “act[ing] the 
fool before the big-headed man”. The humour which derives from this action of the 
persona-narrator imbues the poem with a postmodernist hue. 
By carefully selecting people like the “big-headed man” before whom to put 
up his acts of buffoonery, the persona-narrator displays a level of intelligence that is 
quite uncommon with people who are believed to be “mad beyond redemption”. His 
aim of cleverly targeting big men is to enhance his chances of extracting at least “a 
miserly gift” for his daily up-keep. In view of the prevailing economic situation in 
the nation, asking for alms at the roadside mosque is not sufficient for his daily 
upkeep. Therefore, the persona resorts to outright blackmail, reminding worshippers 
that they must “give to the needy if [they] want from Allah” (3). What the blackmail 
brings to the fore is the hypocrisy that associated with the act of almsgiving in the 
society. The poet seems to say that many people give to the needy not necessarily out 
of love, compassion, or human sympathy; but out of fear and for selfish reasons.  
Though blackmail is not particularly accepted as a social norm, it is employed 
by the persona-narrator [who, as a buffoon], does not care about socially acceptable 
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norms. He does this in such a way that it “puts more fears into the heart of the 
faithful” and compels them to part with their money in the hope of receiving the 
blessings and forgiveness of Allah (God) in return. More importantly, the persona-
narrator’s calculated dramatic action which culminates in [this act of] blackmail is 
laced with a measure of humour which in turn reinforces the postmodernist bent of 
the poem as exemplified below: 
[At times], I wail my fate by the gate of the roadside mosque 
  Putting more fears into the heart of the faithful, 
  And after slapping away the sands from their foreheads 
  They stop to swallow the blackmail in my voice: 
  “Give to the needy if you want from Allah”. (3)  
 Furthermore, the persona-narrator’s sense of humour which highlights the 
postmodernist sensibility of the text is manifest in the way he ridicules his patrons. 
According to him, much of the almsgiving today is devoid of genuine sympathy for 
the poor. On the contrary, it is carried out because the givers hope that by their 
giving, they will earn Allah’s (God) blessings and forgiveness for their sins. The 
persona-narrator seems to suggest that by their attitude, the givers take it for granted 
that their alms have paid for their sins. He refutes the assumption that merely giving 
to the poor without a corresponding lifestyle lived in conformity with God’s 
standards is enough to atone for one’s sins. This objection is expressed with a 
tremendous sense of hilarity and mirth which gives the poem a postmodernist bent as 
shown by the lines below: 
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  Some give without giving me a glance 
Others give and look deeply into my evasive eyes 
As if in their giving their sins have taken flight, 
I only chuckle after their hypocritical backs: 
“Mallam, Allah knows Mairogo will do nothing else 
But eat kosai with your coins 
No matter how hard you try 
Your sins remain your sins 
You cannot hang them on Mairogo’s neck 
Just because you gave kosai money. (3-4) 
 In the fifth sequence of the volume, the persona-narrator extends his mockery 
through a predominant use of humour. He derides the faithful who harbour deep-
seated fear for Ramadan, the Islamic month of fasting. He lampoons them for lacking 
the capacity and dedication to faithfully follow the demands of the faith for just one 
month while he, Mairogo, “live[s] a life of eternal fast”. The way adherents of the 
faith “scurry about in fright of Ramadan” is indeed amusing to the persona-narrator 
as it is to the reader. In addition, it depicts the hypocrisy of the practitioners. The fun 
the persona-narrator pokes at the faithful reaches its peak as he invites them to 
swallow their pride and learn abstinence from him. The humour which underlies this 
poem contributes to the postmodernist sensibility of the poem. The verse in question 
reads as follows: 
  Ramadan comes and I laugh everyone to scorn 
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“Come and learn from me”, I call out, 
“How to live a life of eternal fast 
Come and learn the trick 
Of resisting the inside of a covered bowl, 
Come and learn the secret 
Of indifference to rollicking buttocks, 
Come and learn the art 
Of meditating on an empty stomach!!” 
My cries are ignored by all 
As they scurry about in fright of Ramadan. (14)    
 Also, the postmodernist proclivity of Abdullahi’s poem is revealed in the 
persona-narrator’s hilarious jokes about the stupendous feast that usually follows the 
closing of each day of fast thus making “nonsense of the day’s abstinence” (15). In 
words and expressions that are spectacularly amusing and evocative of fun, the 
persona-narrator describes the various “delicacies of Arewa land” which the faithful 
use to neutralise the pangs of hunger generated by the fast. The following extract 
illustrates this argument: 
  With kunu or koko the day’s fast is first flushed away 
  To make the gullet ready for more swallows. 
Tuwon shinkafa enters with a challenge 
Simmering amidst its companion miyar kuka 
Mairogo’s mouth waters like that of a famished dog 
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In the sight of a discarded bone. (15) 
The persona-narrator’s sense of humour which confirms the postmodernist 
tenor of this poem is further highlighted in the way he pokes fun at himself as he 
describes himself as salivating “like … a famished dog / in the sight of a discarded 
bone”. By interspersing his verse with figurative expressions such as these, the poet 
does not only achieve humour but enriches the entire poetic experience. Indeed, the 
hunger awakened by the sight of food compels the persona to stay around Hashim, 
his benefactor’s house, “eager to store tomorrow’s share” (18) of the delicacies as 
much as possible. The sight of him at every supper time becomes a huge source of 
concern and irritation to Hashim’s wives who regard him “with looks of unwelcome” 
(18). But the persona-narrator fires back at them without hesitation. The defiant 
response of the persona-narrator is graphically encapsulated in the following lines: 
 “Ah women, you can’t come between me and Hashim, 
What is my crime? 
You should be grateful 
For I have only come to relieve you 
Of some loads you are bound to carry to the toilet. 
I will go now and come back 
When your lord is back”. (18) 
5.4.3 Humour and the Subject of Leadership 
 There is a measure of humour in the persona-narrator’s presentation of the 
subject of leadership in Mairogo. In the fourth sequence of the text, the persona-
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narrator takes the reader on an excursion to the palace of the Shehu of Borno. 
Through his acute sense of humour which gives the poem a postmodernist bearing, 
the persona evokes laughter and fun in the way he describes the traditional regalia of 
northern Nigerian monarchs and princes. He narrates: 
  Now and then I roam the front of the palace’s gate 
To catch a glimpse of the Shehu’s work 
And I see turbans and alkyabbas of different makes 
Adorning the heads and shoulders of Shehu’s sons 
These very eyes of mine have seen many turbans: 
Heavy as stone in the weavers’ head, 
Styled into bi-forked form like the Zomo’s ears, 
Wrapped round the head like that of a Tuareg, 
The very many types I cannot tell. (10) 
The description of the turban using the simile, “heavy as stone in the 
weavers’ head”, suggests the discomfort people endure in the name of fashion. More 
importantly, the text is a figurative reflection of the burdens and responsibilities of 
leadership which many Nigerian leaders have failed to discharge successfully. The 
use of the figurative expression cited above is hilarious in its own way. But the 
expression that is imbued with the greatest sense of humour in the above verse which 
best depicts the postmodernist temper [of the poem] is the styling of the turban “into 
bi-forked form like the Zomo’s ears”. “Zomo” is the Hausa word for rabbit. By 
invoking the image of the zomo’s ears as a tool of comparison with the “antenna” or 
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“ears” of the turbans won by northern monarchs and princes, the persona-narrator is 
not only poking fun but is demonstrating an acute sense of awareness of his 
environment in spite of his purported incurable madness. 
 It is a fact that whenever the Emir goes out on a festive occasion such as 
Sallah celebration, a horde of people, of the noble and common stocks, outdo one 
another to pay him honour and gain his attention. But the apparent indifference of the 
Emir who normally “struts on / as if unmoved by the adoring scenes” (10) is ironical 
and funny. It clearly shows [the distance, or better still] the gulf between the rulers 
and the ruled, the privileged and the underprivileged, the rich and the poor, in the 
society. The humour generated by the scene in which people literally trample on one 
another to honour a leader who offers them nothing in return highlights the 
postmodernist view of the poem. 
In his bid to extract a smile or a wave from the royal one, the persona-
narrator receives a violent push and some hard strokes of the cane from overzealous 
dogarai (palace guards) for standing “in front of the Emir’s car”. This dramatic scene 
is graphically captured in a free-flowing narrative verse as follows: 
  Every sallah day I see the Emir on his regal horse 
  Looking straight on to a glorious past 
  The big umbrella shields the insistent sun 
  The dogarai shouts ancestral praises 
  The commoners grovel before a favoured one 
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  The nobles battle to reaffirm their allegiance. 
  The Emir and his horse [strut] on 
  As if unmoved by the adoring scenes. 
  Now and then the Emir waves a hand 
  Eliciting further clenched fists of greetings. 
  At these moments high up in the sky 
  I wonder what is on the Emir’s mind. 
  A horn blares, a whip cracks, 
  I am pushed aside by a furious hand 
  Then I realised that again 
  I have stood in front of the Emir’s car. (10-12) 
Indeed, the sight of an adult being beaten can, depending on the 
circumstances, arouse sympathy or amusement. In the case of the persona-narrator’s 
altercation with the dogarais (palace guards), his beating is a funny spectacle 
common with the mentally deranged whenever they insist on participating in social 
events. The detail of this spectacle is graphically narrated in the verse below: 
 I … take my questions to the palace 
 But the newly-turbaned dogarais 
Seeing me without a praise-singer’s neck 
Whipped me far from the palace’s gate 
Ah, rana sallah! 
Smarting from a dogarai’s whip 
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While others gorged themselves 
After thirty days of abstinence. (14) 
The way the persona-narrator describes the Emir’s car earlier referred to is 
humorous and reminiscent of the story of the six blind men and the elephant in a 
popular African folk narrative. The story is told that six blind men were asked to 
describe an elephant. Each of them had a feel of the elephant from a different angle 
and came up with different conceptions of the animal. Similarly, Denja Abdullahi’s 
persona, having observed the Emir’s car from two different angles, comes up with an 
amusing impression of the car, thus reinforcing the postmodernist bent of the poem. 
According to him, 
  The make of the Emir’s car I cannot tell 
  From one side it is like jirgin ruwa  
  From another angle it is like jirgin sama  
  And it glides on the dusty road all for the Emir. (12) 
The above description of the Emir’s car as resembling jirgin ruwa (a boat) 
and jirgin sama (an aeroplane) indicates that the vehicle is a sophisticated, exotic 
model which seems to have the capacity to move on land, water, and air. Although 
no such vehicle has been invented yet, the description of the Emir’s car evokes 
humour and underscores the luxury and ostentation which characterise the life of the 
rich in a society bedevilled by enormous poverty and want.     
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Another source of humour in this poem is the motivation for the persona-
narrator’s desperation and determination to meet the Emir face-to-face in spite of the 
beatings he repeatedly receives from the palace guards. To the persona-narrator, the 
desire for a direct encounter with the Emir is unwavering. The questions he intends 
to ask the monarch in this anticipated meeting are suffused with humour as they 
reveal the paradox of his personality, that is, the child inside the man. In addition, the 
verse: “when I see the Emir I will ask: / ‘what time and day / should I come for my 
own title?” portrays the secret longings for royalty lying deep in the heart of the 
typical citizen who also wants to have a taste of the prestige and ostentation 
associated with royalty. The following verse is illustrative of this point: 
  Wallahi, I must follow the courtiers into the palace! 
Today is sallah day 
And no dogarai dares turn me back at the palace gate. 
When I see the Emir I will greet him 
But not like that bard who screamed 
Forgetful of the harm that might come to his trousers. 
When I see the Emir I will ask: 
“Why should Mairogo suffer hunger 
Amidst the plenty I see around? 
When I see the Emir I will ask 
If the thing I saw him riding 
Is a present from the Shehu. 
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When I see the Emir I will ask: 
‘What time and day 
Should I come for my own title?’” (12-13) 
5.4.4 The Humorous Portrayal of Northern Nigerian Cities 
 The description of northern Nigerian cities by the persona-narrator is 
enhanced by the poetics of humour. In the eighth sequence of the text, the persona-
narrator embarks on an imaginary excursion to various parts of northern Nigeria. He 
begins his description of northern Nigerian cities and towns from Kano to Katsina, 
Daura, Yola, Bauchi, Jos, and Kaduna. On arriving Maiduguri, his sense of humour 
gets the better of him as he describes the shilashila dance performance of the 
Kanuris. For him, watching the shilashila dance is a major highlight for any visitor to 
Maiduguri. The description of this local dance performance by the persona-narrator 
is imbued with a sense of humour which tilts the poem towards postmodernism. 
Using some evasive and semantically revealing expressions, the persona-narrator 
describes shilashila dance thus: 
  Thirst for a good dance? 
  Have you watched shilashila? 
  Make sure you come in babbar riga 
  For the lusty shakes of the dancers’ rears 
  Is sure to wake your ever hungry friend. 
  I once took my friend Hashim to watch shilashila 
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All through he chanted Auzubillahi 
But from his ever fixed gaze and distended gown 
I knew Amarya was in for a tough time that night! (29-30) 
 It is amusing that Mairogo, the persona-narrator, who is also a noted buffoon, 
calls others buffoons. This is ironical, humorous, and therefore a postmodernist 
element. As he closes his narrative of northern Nigerian life, having provided 
sufficient entertainment to anyone who has patiently followed his “poetic journey 
around northern Nigeria”, the persona-narrator then engages in the mockery of others 
who claim superiority over him. This is where the postmodernist impulse of the 
poem lies, as the persona-narrator intones: 
  For now take me to the nearest market 
That one very close to the Emir’s palace, 
Let me feed my hungry eyes 
  With Fulanis passionate flogging 
  With snake charmers and Yan tauri 
  Toying for now with their eventual deaths, 
  With monkeys, crocodiles, hyenas and Yankama  
  All playing the buffoon before a gullible crowd. 
  I will stamp my feet and laugh with all my mouth 
  Until I hear the call of the muezzin. (32-33) 
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  This study so far interrogates the aesthetics of irony in Musa Idris 
Okpanachi’s The Eaters of the Living and humour in Denja Abdullahi’s Mairogo: A 
Buffoon’s Poetic Journey around Northern Nigeria, pointing out the ways each of 
these postmodernist literary devices has been deployed by the poets to discuss issues 
of especial interest in twenty-first century Nigeria. Both texts exhibit an inviting 
aesthetic sensibility which is simple, narrative, and uncompromisingly poetic. 
As the study shows, the use of irony as a predominant stylistic device in 
Okpanachi’s The Eaters of the Living confirms the postmodernist status of the text. 
Similarly, humour occupies a central place in Denja Abdullahi’s Mairogo: A 
Buffoon’s Poetic Journey around Northern Nigeria to the extent that it can be said 
that this literary tool singularly accounts for the beauty, uniqueness, and more 
importantly, the postmodernist texture of the volume. By engaging these 
postmodernist devices to construct remarkable poetic statements on contemporary 
Nigeria, Okpanachi’s The Eaters of the Living and Abdullahi’s Mairogo: A Buffoon’s 
Poetic Journey around Northern Nigeria typify the postmodernist tradition in 
contemporary Nigerian writing. 
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CHAPTER SIX 
SUMMARY, CONCLUSION, AND CONTRIBUTION TO KNOWLEDGE 
6.1 Summary 
This study undertook a postmodernist exploration of contemporary Nigerian 
poetry. The study argued that postmodernism in Nigerian poetry is irrigated by the 
socio-political and economic conundrums orchestrated by the struggle for power in 
Nigeria following the attainment of independence in 1960. This struggle for power 
resulted in all forms of carnage in the society, the height of which was the Civil War 
of 1967 - 1970. As if the devastation wrought by the war was not enough, the nation 
continues to wallow in the mess created by power politics. The economy quickly 
degenerated and the gains of the oil boom did not only fizzle out completely but 
metamorphosed into a nightmare. Corruption became a normative practice. 
Unemployment, poverty, ethnic animosity, religious fanaticism, and all forms of 
criminal activities multiplied geometrically. The nation which was earlier considered 
as the “giant of Africa”, because of her enormous potentials in both human and 
material resources, quickly shed that appellation and slipped into a state of infamy, 
ignominy, and notoriety at home and abroad. 
As would be expected, these factors impose a continuous search on Nigerian 
literature for an enduring mode of literary expression – a mode of expression which 
will not only faithfully capture and reflect the sordid neo-colonial experience but also 
serves as a compass for navigating society on the path of national transformation. 
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The quest for a viable mode of expression in Nigerian poetry underscores the 
ideological shift from the Euro-modernist proclivities of the first generation to the 
Marxist-dialectical orientation of the older post-war, that is, the second generation 
poets, and the emerging postmodernist inclination of the younger post-war or third 
generation poets. It is this postmodernist slant of contemporary Nigerian poetry that 
has been the main preoccupation of this study. 
In the course of this study, four of the salient aesthetic features of 
postmodernism were isolated and employed to interrogate representative 
contemporary Nigerian poetic texts. These aesthetic features are: intertextuality, the 
tendency to obscure aesthetic boundaries, irony, and humour. The study engaged the 
aesthetics of intertextuality such as reprint, allusion, and quotation in a critical 
appraisal of Obu Udeozo’s collection of poems entitled Cyclone. Since intertextuality 
is one of the features of postmodernism, the study argued that the presence of these 
intertextual aesthetics in the text reveals the postmodernist inclination of the poet. 
The study further investigated how another contemporary Nigerian poet, 
Femi Abodunrin, in keeping with the tradition of postmodernist writing, subverts and 
obscures generic boundaries in his work titled It Would Take Time: Conversation 
with Living Ancestors. By subverting and collapsing generic boundaries, 
Abodunrin’s work emerges as a complex and an interesting mixture of poetry, 
drama, prose, and oral literature. This quality inevitably confers a postmodernist 
status on the text. 
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In looking at It Would Take Time: Conversation with Living Ancestors, this 
study was primarily concerned with the plethora of dramatic devices embodied 
within the framework of the text, although the presence of other genres like prose-
narrative and orature were briefly acknowledged and highlighted. The features of 
drama identified and discussed extensively in Abodunrin’s poetry include: dialogue, 
conflict, acts and scenes, stage direction, characters, and chorus. The argument 
advanced in this study in respect of It Would Take Time is that the avalanche of 
dramatic aesthetics, the presence of prose and orature in Abodunrin’s poetry 
obscures aesthetic boundaries thus constituting valid proofs that he is a 
postmodernist writer. 
The study also examined irony and humour as postmodernist tropes in 
contemporary Nigerian poetry. In this instance, the study specifically focused on 
Musa Idris Okpanachi’s deployment of irony as a discursive tool in his work entitled 
The Eaters of the Living, and Denja Abdullahi’s use of humour as a creative strategy 
in his collection entitled Mairogo: A Buffoon’s Poetic Journey around Northern 
Nigeria. For a long time, irony and humour have rightly been considered and treated 
as aspects of literary techniques. But a close study of postmodernist literature as done 
in this study reveals an unusual fascination and obsession with these aesthetic 
devices. It is so to the extent that a writer can depend on any of these elements of 
technique as the main stylistic instrument in his/ her work(s). 
This study shows that irony is the main stylistic tool in Okpanachi’s The 
Eaters of the Living while humour is similarly deployed in Abdullahi’s Mairogo: A 
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Buffoon’s Poetic Journey around Northern Nigeria. Using these two devices as 
aesthetic strategies in their respective works, Okpanachi and Abdullahi are able to 
make important poetic statements and advance sterling criticism of the twenty-first 
century Nigerian society. 
6.2 Conclusion  
This study has examined and amply demonstrated from different discursive 
perspectives such as intertextuality, the tendency to blurr generic boundaries, irony, 
and humour, that a postmodernist reading of Nigerian poetry is not only possible but 
relevant. The scarcity of critical works on postmodernist Nigerian poetry is one of 
the major reasons for executing the study. As the analysis shows, the importance of a 
postmodernist approach to poetic creativity in Nigeria derives from the manner it 
enables writers to blend subject matter and technique [with greater ease]. This is so 
because postmodernism is not only a discursive strategy but is equally concerned 
with issues that are relevant to human life and existence. 
From this study, it is observed that the language of contemporary Nigerian 
poetry is simple and accessible such that a non-literary audience can read and enjoy 
the poems. This is in consonance with Terhemba Shija’s assertion that “there is … no 
room in contemporary Nigerian poetry for obscurity or hard diction” (31) as is the 
case with the first generation poets. This assertion is indeed valid in respect of the 
four collections of poems analysed in this study. In tandem with the demands of 
postmodernism, each of the poets considered in this study employed language, 
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images, symbols, and other figurative devices as well as the accessories of the oral 
tradition in a way that keeps their poems within the intellectual reach of the average, 
non-literary audience. From Cyclone to It Would Take Time, The Eaters of the 
Living, and Mairogo, what emerges is a Nigerian tradition of poetry which laments, 
decries, repudiates, criticises, and protests unwholesome practices in addition to 
exhorting society to change for the better. 
Finally, the study concludes that contemporary Nigerian poets make profuse 
use of the aesthetic features of intertextuality, the fusion of artistic forms, irony, and 
humour to express their vision(s) for their society and make remarkable statements. 
Their poetic vision(s) and voice(s) are embodied within an experimental and 
innovative stylistic framework in the manner of postmodernist writings. All these 
constitute significant signposts that contemporary Nigerian poetry adequately 
exemplifies the postmodernist tradition of literature. 
6.3 Contribution to Knowledge 
The study is an important contribution to knowledge as it demonstrates the 
relevance and applicability of the postmodernist approach to the criticism of Nigerian 
poetry. The study accomplishes this by uncovering some postmodernist trends such 
as intertextuality, the tendency to obscure aesthetic boundaries, irony, and humour in 
Nigerian poetry. The study further contributes to knowledge by focussing on the 
works of the younger post-war Nigerian poets, that is, Nigerian poetry of the twenty-
first century in order to draw the needed attention to this body of works. As a 
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postmodernist discourse, the study opens vistas of knowledge which will inspire and 
enhance further studies of Nigerian poetry through the purview of postmodernism in 
the foreseeable future.  
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